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From the Editors 


The Eight International Symposium for Traditional Polyphony was held in Tbilisi on Sep- 
tember 26-30, 2016. The symposium was held under the patronage of the President of Georgia, 
Giorgi Margvelashvili. Organizers of the symposium were the International Research Center for 
Traditional Polyphony at the Tbilisi Vano Sarajishvili State Conservatoire, the International Centre 
of Georgian Traditional Music, and the Folklore State Centre of Georgia. Sponsors of the sympo- 
sium were the Ministry of Culture and Monument Protection of Georgia, and the Rustaveli National 
Scientific Foundation of Georgia. 

As on previous occasions, the symposium attracted significant interest from international eth- 
nomusicological circles and was conducted in an atmosphere of constructive and "polyphonic" 
dialogue. The opening ceremony of the 8" Symposium was particularly festive — it was held at Z. 
Paliashvili Tbilisi Opera and Ballet Theatre, which fascinated Alexandre Dumas as early as the 
1870s. After many years of restoration work it appeared in all its charm to the participants of the 
symposium; however, the show was no less impressive. Following the short welcoming speeches 
of Mr. Rezo Kiknadze — Rector of the Tbilisi State Conservatoire, Mr. Anzor Erkomaishvili — Pres- 
ident of the International Centre for Georgian Folk Song and Ms. Rusudan Tsurstumia — Director of 
the International Research Center for Traditional Polyphony of Tbilisi State Conservatoire, diplo- 
mas of honorary professor were awarded to Daiva Raciunaite-Vyciniene (Lithuania) and Susanne 
Ziegler (Germany) for their contributions to ethnomusicology in general and to the international 
recognition of the Tbilisi Symposia. Earlier this honorary title was awarded to: Dieter Christensen 
(USA/Germany), Izaly Zemtsovsky (Russia/USA), Simha Arom (France), Polo Vallejo (Spain) 
and Joseph Jordania (Australia/Georgia). The Opera Theater could not hold numerous lovers of 
traditional music, who fervently applauded to diverse examples of Georgian traditional music per- 
formed by folk ensembles (Anchiskhati, Basiani, Didgori, Dziriani, Mzetamze, Mtiebi, Sathanao, 
Sakhioba, Shavnabada, Chant University Choir). 

Scholarly sessions were conducted in the conference hall on the fourth floor of the Con- 
servatoire. 

In order to have time for all the scheduled presenters, the first two sessions of the symposium 
were held before the official opening ceremony. So on September 26 at 10.30 a.m. the first session 
of the Symposium was officially opened by the rector of Tbilisi State Conservatory, Prof Revaz 
Kiknadze, who welcomed participants of the scholarly meeting and expressed his delight over the 
growing interest towards the Tbilisi symposia. 

The first session of the symposium was dedicated to the common topic of the symposium 
“GENERAL THEORY AND MUSICAL-AESTHETIC ASPECTS OF POLYPHONY”. The 
session was chaired by Prof. Rusudan Tsurtsumia, and it presented various general topics and as- 
pects of study and realization of traditional polyphony. 

As we mentioned above, the first day of the symposium concluded with a big concert at 
the Zakaria Palishvili State Opera and Ballet Theater. 

The second day, Tuesday, September 27, started with a session on evolutionary roots of po- 
lyphony entitled "GENESIS OF POLYPHONY IN THE LIGHT OF HUMAN EVOLUTION". 
The chair of the session, Joseph Jordania, introduced two papers dedicated to the earliest stages in 
the evolution of human thinking. The papers raised many questions usually avoided in ethnomusi- 
cological discussions. 
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The largest number of participants, traditionally, were united under the topic "REGION- 
AL STYLES AND MUSICAL LANGUAGE OF TRADITIONAL POLYPHONY”. Caroline 
Bithell chaired the session, and a total of nine sessions presented a diversity of Austrian, Geor- 
gian, Estonian, Circassian, Turkish-Mongolian, Serbian and Serbian-Jewish singing styles. Also 
discussed on the same day were a single paper representing the topic TRADITIONAL AND PRO- 
FESSIONAL MUSIC, dedicated to the Concept of Intonation in Polyphonic Music, and another 
paper on the connections between the body and sound. 

The second day was rich with performances as well. There were two concerts. The first one 
started at 1.00 p.m. and was held in the Recital Hall of the Conservatoire. The concert represented 
world and Georgian polyphony. Participating ensembles included Melbourne Georgian Choir (Aus- 
tralia), a trio from Canada, and Didgori (Georgia). Particularly noteworthy was the evening concert 
in the Recital Hall of Rustaveli Theater, which represented mostly Georgian family ensembles (the 
Turmanidzes, Tsintsadzes, and Malakmadzes [from Achara], Gordzeladzes and Chkaidzes [from 
Guria], Bidzinashvilis [from Kakheti], Gogochuris [from Khevsureti], Kublashvilis [from Meskhe- 
ti], Pilpanis [from Svaneti], and Veshapidzes, Meladzes and Urushadzes [from Tbilisi]). The con- 
cert also presented the ensemble Cuncordu Lussurzesu, with traditional songs from Sardinia (Italy). 

The next day, September 28, brought back the theme of regional styles and musical language 
of traditional polyphony. The chair of the session was Natalia Zumbadze and a discussion on post- 
er presentations was organized. Each presentation lasted for 15 minutes and included questions to 
the presenters. Poster presentations included the themes about Georgian and South Italian singing 
styles, heterophony, and individual self-expression. 

After the lunch break another considerable topic, POLYPHONY IN SACRED MUSIC, 
started, chaired by Tamaz Gabisonia. Papers on Greek and Georgian sacred music were presented 
at the session. 

This day was also filled with music, both from the concert stage, and from ethnographic 
films. As usual there was a 1:00 p.m. concert at the Recital Hall of the Conservatoire, presenting 
the ensembles Gorani (Australia), Cuncordu Lussurzesu (Sardinia, Italy), and the choir of the Chant 
University (Georgia). The showing of the ethnographic films started at 7:00 p.m. and included 
three films, all presented by their authors. Renato Morelli (Italy) presented two films — "SACRED 
VOICES — TWO GENERATIONS OF A CUNCORDU SINGING DURING HOLY WEEK IN 
CUGLIERI (SARDINIA, ITALY)" (45') and "MRAVALZHAMIER — A SINGING JOURNEY IN 
SVANETI (GEORGIA), FEATURING THE PILPANI FAMILY (SVANETI) AND THE MEL- 
BOURNE GEORGIAN CHOIR (AUSTRALIA)" (45'). Hugo Zemp (France) and Nona Lomidze 
(Austria/Georgia) presented the film "TABLE SONGS OF KAKHETI" (80"'). At the end of the 
session Renato Morelli, Hugo Zemp and Nona Lomidze answered questions. 

Thursday, September 28th was reserved for the cultural program, which has become a 
symposium tradition. Participant scholars and ensembles were taken to important Georgian reli- 
gious centres — Ananuri, Jvari, Svetitskhoveli, and Shiomgvime, finishing the day with a "supra" 
(feast) in Armazi. 

On Friday, September 30th, the most popular topic of the symposium, REGIONAL 
STYLES AND MUSICAL LANGUAGE OF TRADITIONAL POLYPHONY, returned, with 
two last papers dedicated to Albanian traditional music and the music of Georgians in Inegél (Tur- 
key). The session was led by Marina Kavtaradze. A single paper represented the topic PER- 
FORMANCE AND TRANSITION OF TRADITION. POLYPHONY IN INSTRUMENTAL 


Rusudan Tsurtsumia 
14 Joseph Jordania 


MUSIC continued with two presentations on Ukrainian and Georgian instrumental music. 

In a session chaired by Abdullah Akat, HISTORICAL RECORDINGS, three papers were 
presented, discussing expedition materials of Hawaiian, Italian-Albanian and Gurian (Georgian) 
folk songs. 

After the lunch break the Round Table on the topic FORMS, STRUCTURAL TYPES 
AND CARTOGRAPHY OF TRADITIONAL POLYPHONY took place. The main speakers 
were Joseph Jordania (Australia/Georgia), and Daiva Racilinaite-Viciniene (Lithuania). 

At 17:30 a 30-minute final session was held to close the 8th International Symposium on Tra- 
ditional Polyphony, and plans for the upcoming 9th symposium were discussed. 

The last day of the symposium was also filled with songs of traditional polyphony. At 
lunch time, as usual, a concert was organised with ensembles Marani (France) and Patara Kakhi 
(Georgia). In the evening the whole symposium was concluded by the gala-concert at the Recital 
Hall of Rustaveli Theater. Both Georgian regional and foreign ensembles participated. Georgian 
regional ensembles included Kobuleti and Chvana (Achara), Amaghleba and Trio Khelkhvavi 
(Guria), lame, Trio Imereti, and Naduri (Imereti), Patara Kakhi (Kakheti), Didgori (Kvemo Kartl1), 
Odoia and Dzveli Taoba (Samegrelo), and Lagusheda (Svaneti). Foreign ensembles were represent- 
ed by Gorani, Melbourne Georgian Choir, and Utskho Suneli (Australia), Marani (France), Cun- 
cordu Lussurzesu (Sardinia, Italy), and the trio from Canada. Also interesting was the performance 
of an impromptu ensemble of amateur foreign singers and scholars with Ben Wheeler, Zoe Peret, 
Marina Kaganova and John Graham as members. 


The symposium once again confirmed the growing interest of ethnomusicologists towards 
various aspects of choral polyphony. The geographical and thematic scope of the symposium is 
gradually expanding, and the great interest of the Georgian public was another confirmation of the 
high regard that multipart singing commands in Georgia. 

In this collection the papers are presented according to the topics of the symposium, in the 
order as they were presented. 
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MILLIS IMH2LdE6N5 
(S8LGHILNS/LIISHOIGIO) 


OMIQNGNILD AMosol bINSEMSNL BIMBMIBVBNILN QNGSGNGNL JIRIMISNDIN 
DILEd8ANLINIBONL: IMOBONBANDEMSNL BNMBILORNN Vd IIBMMoRN LGENLISN 


Jnbmdybojgmemanes sdyodoe@ agoba3@ab 8oMo@nadsHym (33cmoamydosb. dgm(39 bowy3%- 
Bob dmemmde@y) BoMame oym ao3BM3g9E~mgoyem0 obMa, Hmd JMogombdosbrds boMIMseoajb~os 


AjeESH9d0 aZnsbeEje~m BymrB _Mym smImAgbob (ob., dogs~momse, Schneider, 1969; Nettl, 


1961). od 363933006 dabgm@30m, y3gmo se@sdosbyyma BymMmByMos Mo{g@odoM3Zgqgmoe@ oY 
JMmbdosbo @s, 06939, y3gmo AgbozomyAMa BymByMo, 9eEM] My a3n0b, Yoeos aobeagb 
IMogoembdoobo. 

sboema BoMos@ngdob Mobsbds@, JMogo~mbdosbmde oMoab sMo ByMmByMymo o~dmhgbo, 
SMSIJO A3ME~my300b, B9MdME dnbgdHng0 JaAMAQZ0b ds~@mgdob Am{dg~@gd0b Dow a0 (Jorda- 
nia, 2006, 2011, 2015), bmerm IMsgombdosba Lad~mgms wo MaSdo asbgameMe@s s~@odosbob 
MOMs J3mMeEmM~N(304qMH BoMbyemdo, MmamM3 DGo3gemgdaboao6 Mog@o0330b LAMosGJa0~mo0 
Lodo ds. xayayho dMogombdosba badegms, Mo®IQE GHodob (3gdobmeb, dabsbg 96- 
aL EoMBydobs Es bLbgymob Made dImdMomdsbansbh gMmoe@, gman dbMng, oyRMMbmd~@o 
dH0(390eMg0bL, AgmMHQ doMag yo, BosbMGB ym Bgaogem bob sbegbw@s se@sdosbms XayQoab 
693M 909, dg8yo3@0 ababo Ggabob dq33cmom JeoamdoMgmdsdo, MmMIgmbs3 99 3y6meoq 
ybsdMdmem ®Mobbo,, (Jordania, 2011, 2016). 5d deamdsGgmdsdo xayQob 693960 30%- 
3930696 abengn@7jsmmdsbs @s Ms3ombsemAMa sbMHms3bygd0b qoosMb es Mmogb amdbmdeo- 
696 wngw@a ghamdnb 898oMs bobamoee@, &306do 30 beEgdmes oMbydyeo g3memn(30%MH0 
8HaMMAB® dob MowngomyAMo (33m0my]do. RayQab 693M 940 ognby9debg6 8oMee@ nb&\M- 
gbgdb eo m3gamas@sMhgbob obb Sob 4Gbo3 yo Es BHyjb53—Eb6g6 Jobmemme xXaygQab Logmam 
dobb690%9. Jammambmdom beob asbdogemmedsdo YayqeRaboe@do gb qomMabo mo3@o~@ yds h3gbb 


BabsdMgdb as~@oMAgbodn d3qmme@s y3g9mb97 YRBM~M 3MaGoZyE~ Imdg7bG oddo0. EEgbo(3 go, 
8AM Lambs YoMab30(3960 LodMdmem Gwo30mg7d009 Bob3amob bob bdoMse@ dodsMme396 


RAIBIM Lodegmabs Eo (39g30b- 

dob dgdmga, M93 Mob~oMobrdaM AosVAIXMdgbos s~@odnsbms J8o(3gdmgdoboa06 mo3- 
©s(330b dgJobobdg7d0 wos, aobbogymMygdom, dob dade ga, Mo73 aohb~@os wobsbyaRgMId~yEm0 
d9Gy390M909, Ihogo~mbdoosbds LodegMsd wojzoMas ob 8oM3g9moe@0 yWwo~@gbo dbod3b9em- 
do, Mo3 dob g3memy304M BoMmby~@mda 84mbes, Mobweomobmdnm ~onbym ws3bnbyZdo Eo 
asdmmds. gb aym domasb amdgmo 8Mm39bo0, AmdAgmbes3 dasJmbe@o smmdom omobo bao. 
gb 8m 39bo EmMgbs(3 aMdgmeogds. LOmMM\7@ sda®mdos, Mmd Imhogombdosboa &Moe@0(309- 
do Mob~sMsb nZoMagjoo dagmb dbmemoamdo. dmMogombdos6mdob wojgomagob go4&Jd0 09 
996099 boabdo Andmgnboe~my (Jordania, 2006, 2011, 2015, 2016), sdo&md sd5b9 smom 
d93h9MeO 960. 

dob doangMo@, MMg306@9~™ IJmbbybgded0 Dobes gaboydMHm dmhogoe~mbdosbmdob d5- 
woMydama Agbbs3gmobomg30b dbod3zb6gmm306 Modegbadg Igqnmemmmannm bojgombdg. od 
bojgambgdb 99 aobgnboemos3 b38q(309m4yM 439-M939dd0. 
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Agbsdemgdgemons my 9Ms IMsgaembdosbmdab 353M(3907gd9 BymMByMyen 3mbHs48yeo0b 
bLodyoemgdam? 

gbos (3g6GMsmyho Logambo, Mmdgema3 Ghogo~mbdosbmdnb da~w@oeMygd0mM dgbbs3gemobJ 
dImdd039 Yyggmmo gnbmdyba3zmemmads yes asamgomoabbobmb. d3qgmoa seMo~@nadab dobgje@- 
30D, IMdZ9MbdInsbMdo OYM BNMBQMymo sdmhgbs wo nao bogdome@ seE3Zgamee@ _owowom- 
CS JMO B47 GyMo0@s6 AgmMH ado (Schneider, 1934, 1935, 1969; Nettl, 1961). dsmoyb Jbs0@- 
gab dogm dg4dboema IMogombdosbmdob ab®mMaymo abab Mg3mbbAMy74(309 Ammosbse 
sMab WsQndbgdyemo 9.6. ,gqmeBqMymo GMagd0b, qMongMn,dg@g{d0b9. Dbsa~@gmMab ob- 
Mam, IMozombdosbmds smdmhgbammo obs bodbMygm-smMdImbos3gm gm obnsdo ews sdob dam gb 
RBIJOMAAGN Ao3{M(39MOS, YAIVH boo, Osbogmymab JadoMaym|dom, LEMME BymByMyeomo 
BMH GHoJGH dab bLodyomgdam. Ihogombdnsbmds Mobeomsb dgZ30@o ob~|Smgamdo, bL8embgm- 
do, 3o33Sbosdo Es Lsdm~mmme dJosmbos 93m8ob (Schneider, 1969). dbsn@qmob Imegedo 
DIMozoembdnsbmds 3H(39™mOJdMOS LOMMIO BymMByQMymo aogemgbgdab abam. 

dbso@g{Mab HQMMas bLogdsmMe@ WodoxQ{My{dmo@ yEogMb, JoaMod oMbydyemo ob&smMo- 
yon Mao~mds of s@sbHyMy{ob od dgbgm@~ymadob. dgasbbyg6gdm JomEmme mmhameg doa- 
scab, mdm 60:3, 0dg@n0, Agdo 3m~gagdob bobo~absms3ob donbi3, abg@0(3 (36mdom~no. 

80M39EM0 Dogsmoaamna dggbgdo bmdbgdbo ws JoMm3gmydb. gb mma bombo (36m3M90- 
MS JAMDsb|Mab AgZoMd~moe@, Lym (3M Bo, boda smsbo Beob asbdogemmdsdo. Mmamm3 
ILogemamb mM 80M39mM JHabSosbyeo Jggyobob, Jom bdoamMoe@ ybg3@~omM QMamdobymob db- 
MesggMs LogMam ISGMabaeh Mogob wobs3030e@. Lmdbgdbo wo JoMm3gmy|db ogogdam|db 
bsbamdemng3n MamMngaNMA Od ByMBAMym Bo3daMQd0, Doma bodgym— ~wobsbGagd0(3 Bo 
JMIsbymamsb oym Wojo3doMgdyemo0. sdob Doybgw@o30@, domn AyboagomyMho &Mo~wn(30960 
330A3969096 daoMgym@ aobb3o39d0b gMmbdosbmdnbs CEs IMZe~@mbdnsbmdob 80M9d98Mgdd0. 
39MdMe, JoMayma SHMose@a3ayjmo dAybogs daMaymoe@ gyMebmds DMogom~mbdosb dybo- 
30mm sb’MmgZbgdob, dodab Mm309 Lmdbyma GHMow@a3oymo Ayba3ze, ob939, daManmog 
gyMebmds gMmbdosb, ImbmeanM AybogomyM odMmgZb6gdob (Kushnarev, 1958). Amanh3 
369@03M, Jaybg@o30@ boda omobo Bemab Ig bmde~mdabs Eo wodIMs3Z0 BqMByQMy~mo 3mb- 
Go Gobo wo go3zem bobo, bmdbgddo ws JoMmaggmy|ddo donbi3 dgnbsMAybgb bogymomo Iybo- 
B2EmgMoa sbMmgbgdob (396GHMomyMho gemgIdg6G d0. oMo@, AMogoe~mbdosbmdob boMmdmdmdab 
ZqMBQMym Ire@gmo Mmd dggbodsdgomagh ab&mMoye bobsde3zomgb, Imboomebymo 
aJbgdme@s, Mmd dhogembdnsbmds Mobw@osmod aosgME3gmygoymoaym JoMayenn Logmydn~@ob 
Lmdbym beooemaddo. 

dqmMMJ Doasmamns ymoRoama bodgmos jo3doMob BymBqMmymon immnGago. bodgmme 
303daMds Amobym 70-Bemosbo anasb&yMHo g4L38gqMndgbGo gmabdosb boembyddo dmhogommbdo- 
sbmdob doboGoboe@. dabo dobse6o0 oym, Mmd daqdbomaym gMamnsbo boddmames AnbogomyMo 
ZIMBYMs Eo gb yoeaoo dmdbweoMaym oMs domemme msbsdjGwMM3Z9 AnbogomyMo amMdgda0b 
(m3g@ob, do~@gGob, Lodamboob) dofdbob abom y3qms 3y~mByMsdo, oHsdg7e ImbmeooyMHo 
bsembgd0b BMow@a3oqjm Anbogodo, 96939, oes wobgManmnaym boaybom dho3gombdosbo 
Lod@gmob &Ms@0(30960. 

NSIMS3N QBNMO Ed 8MMagbLaMbsE~Ma Ldg3ns~moabGab wobdoM|ds ofbo aodmygbge4- 
cma, md dag 4dbom (396 8MomAMo obanbs wos (30ddoMab bommbgdob GBMose@ayoyema dgomm- 
CAJZdabs Ed SsO_ZAMMdMNZN 43Md3MSb0GBMGH-Igemmeab& dnb, gMabdosbo 3md3mba(30g9d0b 
IMozo~mbdansba sMobyaM|dgdo. dob dgM_7 9d DMogombdnsb oMsbyaMg{dg9db sbbogmn@b yb 
sbemoe@ d9a4dbo~@m segncmmdmMong ayybageab. daybg~@s30@ ghre@gb Jobamydyemo docmoabbdggabs, 
SMOBIMO BdIMBZN@. d90M]8Jd0 Wo M3gMJd0 BJO ~Wonbg|Ms, JsaMod oM(3 AMM GMs~n(30%- 
Ms JgMMbdosb boemMbb 396 HMomyAMa sbon@ob Es (30ddOMa~@S6 OM CGoNbyns Mogabo Jae~- 
Meagdab dMhogom bdodo dgbMymgds. yRMHmM dgH0(3, MMAMMH(Z 30 ,8gM|7LAMmogs, Cosobym 
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MS ALIMEMMannMa doMbyb7d0 ImMeEybes, 80M3g9E~0, Mo(3 IMbe@d 90d bo~mbydob Ayboj3ocM 
(363M Jd9do0, 0Yy~r ab, Md Bodse@mse930@ JgJdb0EM0 avyGOQd0 ~Wandse (Lb39m5 ImGob, 3gm- 
mgagob dg306b969d, md gb anasb&qyMa gqb3gmodgbGo oMobmegh asdb~wooMe I9(3b0g9MyE~m0 
3309306 Loaobo, Msg qomMgbow wobobsbos.) 

gb mMoa doasmanmn agohgg6gob, Mmd dMogombdnsbmds 0H 339m Ido J{MMbdosb 
boembgddo, doybg@o30@ bobamdemngn BymMByMymo 3mbGoJGgdobo, oegmemmaanmo bg- 
Bmmoabs @o RabsbbyMHo wonbByMgbgdnbo. 

LodoMmmnsbmds dmambo3b, 3m4gom oba3, md A396 agoq3b adob doasmamgdnys, 
AMe@gbs3 ImbeEs sbo~ma dhogo~mbdosba LGamoab omgabgds do~mosb aobbb3039dqmmo0 3xyen- 
HAMoab JogH. Jsasmomse@, JMabGosbds dobombyMgdd0 Mog0b wodbobyMydo~@ Rom3oemgb 
ab BsMdo8 do, Mobs3 Jom dosmbagb 93MM8y4~@ B8oMdImMbngdd_ oagdymo JMob&osbyeo 
80dbgd0b ao3M(39e~mg dodo 8mMeEmabybosbs Ed oBMagEdo. obg Mmd, A396 agd¢aMegdes Imgdqd- 
boa 8obybo dgde@ga dgjgomb309: Mo8md Imbes dMo3goe~mbdnsbo HMse@a300b smgabg9do0 bm- 
09% Jd9dMb63939d0 (Jsasmomse@, BmeEnbybosbs 5 5H3Mog3Sd0), d0aA%9, BoJBmdGog00, 
IgQdEMgd9mM0 SPIMAbES Lb3Zo dz7IMb3939dd0 (GmamM3 gb oym, Lmdbgmob, (3968Mse Mo 
sboabs ws (30dd0M0b bseb9dd0). 

S99 8MMden dodo BsM3Z3q3ALeMBZab oes Dogo4i3amM YyyMs@m|ds gMm dbad3Z6ge~mm396 
aoMadmgdsb: ImmabybaYMA Ed SQMAZNEMO HMdgd0bomBZab 73MM8q~mo JMo3em@mbdosbo 8od- 
Bgdab omgabydo adaGmd aobeos s@gamo, Mmd Jom 339 SJmbw@om 3mzo~myMa IDMo3ocemb- 
dosbmds 93Mmd3g9em0 DobambgMgd0b aodmAgbsdw@9. Ms mAbs oes, dom IMogembdosbmdob 
BJmbeo aobbb3039d4em0 gmg9d968) 9d0, Joamed donbi3, dsmmgab obsemo g8hMmdyemo b&amoab 
Aybage oM aYym Jay~mgdgemo bosMa JMs3go~@Mbdosba sbMmg3bgd0b aosdm. LommM|e@ AybozocM 
SbKMMZbgdSdo SMbgdqendo 9d Loobemmggd aobo~s dobodemgdgema boymengMa gmbGod8o 3-- 
Cmnbj 0M, OBMaZ4yEO Od A3OHM3yYE DMhoZgoembdnsbh HMo@a30gdb domob. 

d9mMq dbM0g yo, Lodbymo, (396GMomyAMa sbanbs es (3addoMab bo~@mbydob dodab- 
393000, dom of dan~@gh IMogem@mbdnsbmds odob g99mM, GMd doma bogymoMn HMose@a30yjemo 
INboZo JYMEGMdmMeas ImbmMambayM &MC@0(309db, ob AnbozomyMa sbMmg3bgd0b Lmye~o- 
© aobbb3039d6qe~m Boab. 

B93B939OMA od 38989MH Ambo3Z3g9mb GWob33zbo: ByemByMgdn, Amde~myddacz sMbgdmdb 
AMsg9embdnsbmds, asbbbnem 760 sMnsb Lb3s IMogs~@mbdnsbo 3-yem8ByMygdnb doMn~wsb dgdmbyy- 
mo as3gomq6jdnb dadsMn. dgmmMy dbMing, Mm(35 b~g9d9 IMsgeembdnsbo ~s gManbdosbo bsembydnb 


SIMBYM Ye 3mMb S548, Imbsbaemggdn absMAy69d96 Jo-rn Ayba3gsmyMo 34ymEHyMab (396- 
HMsemyH 909976 8b — AMsgoembdosb (36 9imbdnsb) Aqba3gse@myH 9dMmgb6qdob. 


Ms be jd5, AMegbs(3 IMogoembdnsbmdnb dsGsMydgenn boembydn dnamamMydj6 dbmocmoamb 
bLb3s Gy a0mbgddn? 

dM530 dodgjb0 SMbgdmodb odabomgab, Mmd bo~mbob woods %a97Bdo Wo8mgmb bod- 
dmdemm wos Boga~@gb dmMaqye~m daams3oodo. L6gs@obb30 dod9%0 ayymobbdmdb doame3o0- 
ab Ms~@azomyAMose@ aobbbgo039d4qm 8Mmggbgdbo3. Aggbmg0b aobbogymmMydam bonb&gq%9- 
Los, my MmammM MygoaQ0M 9096 dmhogombdosbmdob doGoMmydgema bo~mbgdob Aybo3zomymo 
Mse0(30960 shamo w~on~@n (33C~amy|dob d9dmb39390d0. 

ab93, Imgybdmo mGameg g9Md~m dxdmb3gq30b. 

Sd9M030d0 do~mam hoygobamn oaMnggmo dog3obnsbgda0b dgdmb3q30 Aggbm3ab aosbbo- 
By MM Jd LonbH MgbLme. mH boxy 3496909 JgAGo boob aobdogemdsdo da~mambmdan 03M039- 
mo (qd_®gLs@ Esbs3mgm 0yMn30@06) bo3yQmoHo LyMso~@ob Bobssmdeya, JIgdmMM30~m0 
Bony3069b bodbmam ws AMeamMmMy|M sdgMo3ob 8b 8o(309ddo Lodydomea. Jom, 4gA¢3gEmn0d, 
gobo3e@gh geoegho ggmBymgeoo Irgo. 


20 amb 9d ymMoobos 


domnsb boob SgMgbms, o30330MIM, My Mo AmygZgn@s syMagy@moa BymBymob bb- 
B50oL635 gemgdg6 Hb oboe aoMadmdo. domo g6o wo Aybagse Aggbo yyMo~e~m|dob (3968H- 
dos. MMaMMH3 Imbo~mebymoa oym, doma IdmdmayMon wobs3gmg|m oaMagyemo gbgdo dom 
MoajgoMas dob dgMQ, Mo(3 BOMZgq~ma Momdab doamMsbS Jd0 ~wsnbm(3696. Ma(3 dgg6gd0 Jom 
Inbo3ob, of Lym bbgo Lymomns. ommagzy~mds AybojgomyMds HMo@a3agddo y3gcmoggmb 
BSHIMM O5, Bo] HMdMZ0@, oMobmeagh asdfMome. gb yoeos am|geb domo boaybem badeg- 
Mabseda 9Mmaymgdsb9 wo, 06939, dom da~EM|30M9d009 I33g9MMO Ma®dgQd0bo Ed (39330b 
dadsMam. gb 9mg9d968 960 CEErgbs3 domosb dmagmas LodbMym wo AMeEnamMmM|M sdgmMagob 
do3 306096 Imbobemgamdsdo. sdjoMos, MMI Momdgdob (330d 39M Amobenbs ao3m bo 9- 
Maggemgoob AyqbogomyM 09d 330EMIMd0bg, Jom IMo3Z0Mbdosb 9OMM3Z6960b9 eo Lodegmabs 
©d (393306 drmab HMose@ayoqjmoe@ sMbydyem dfoeMm 303d0M9. 

IMogombdosbmdnb doGoMgdogmo0 boembgdob daamo3agdob Lb6go doasmamgdab bobobo- 
350 AgJagndmns ©d39330M@\{HM abgm d_dMb3939db, Mm3Z0 IMogo~@bdosba By7mByMyd0b 
boMdmdse@agobengdab wnwn Ya7eRg9d0 73gmbmdagyMa, EAIMaMomaymo, aoM|dM Oy 30093 
L630 dodgbgd0b asdm a33cmne@byb bo3bm3gMgdgem GH yMa®MMosb. obgma dgdmb393960 of (3 
aby MB, gobbogymMy dom, dme~mm MMo boygybob aobdog~mmdsdo. doggambage@mydnb 9d- 
0BMs(309 do~Myoebgamab L630 MaaqMbgAddo Ed do~MBobgqmoab asMyam, dso~myoMymydob daaMs(300 
Ms dxdw@ ja godmymes yoMohegmydob bLobam, L3obgd0b dJoame30s AMeammgam bojJomo- 
39mM@s6 bodbMam bojoMmsagmmdn, ws jyowg3 L630 IAMoegem@mo0 dgdmb3930 Lommg@ obqm 
doaommamgdb Bomdms@agbg6. dayybgmo30@ y3g9mo wobobgmgdym dgdmb3q309dG0 oMbydyemo 
Bobbb3039dgdn0b9, y3gq9m@mo gb Jsasmamn gHm Msdgdo DbLaogbos: gmgse~yMin IMsgoembdnsbm- 
dnb dsGsMydgenn bsembgdab 3md3o48yMn xa7yg960, MMamM3 Bgbo, daams(3anb dgdmb3939dn 
absMAi~y69696 IMogoembdnsbmdob BMseoa3znob. 


dnagsbadbydb oy 36 AMogs~mbdnsbmdab dbasghn g3mMdgdab sMbgdmds ImMgye~ 
4ggy6gedo ab&mMayen daamsigagdab smbydmdsb9? 

sbemobsb asbbaem yma Logambabs ws damgdyemo wob33bob dyJo9, momdmb, mmangy- 
Mo aJogdMEd a3g9R04Mo, Md Dhogombdosbmdnb dbasgha gmMdgdab sMbydmdoe dbmamomb 
ImmAgyem 4ggy69ddo bes doagobadbgd@gb gMmn Myaomboa~@esb JgmMy MHgaombdo JMogomb- 
dosbmdab doGoMgdogem0 bombgdob JoaMo3agdab oMbgdmdo009. 

oH Z0hJoMma! Mm30 ModoMs309 AMos3go~™bdosba HMoe@a3agdab DoSoMgdoemgyd0b do- 
aMo3ngdab dobob9d, A396 ym3gmms3oab ybao agobbaggb dmo3gombdosbmdob mma dbod- 
269~mmBebgboa dobsboomgdgema. 8aM3gGmMOd BMZoEmyNMo AMoZzem@mbdosbmMdob yeon~egbo J@mbm- 
mmanayMmn daMgda wo JgmMyJo0 AMogoembdosbo GHMse@a3ogdob wyen~egba L&dnmyMmes. 
SMobmMagh yowos Osazogabye@gb, Hmd dhogombdosb HMos@a3nomo yyCo~gbo boba~@mo womgd- 
OJ ARO Hymn Ibmamamb y3q9mobJ 47WRMM dogo Dobomby3 Gga0mbgddo: Joygb3gmgm 
dagddo, 3ybdyemgdbo wo aoygom Hygqgddo. Mogabmo30@, gb Ro4Go 4339 doagomomgab 
yd39e~mgbo Loghoam &Moe@a309d0b dgdmbsb30%9 wo sMo AMogZomMbdosbmdob JoGoMydgemo 
bsembgdob dnams(3n90%9. 

IMs39~@mbdosbo Ladegmab eobobgmgdyema dobsboomgdmgd0 agmo3g00Mob, Mmd aoMe@o 
IMozoembdosbmdab doGoMgdgmo boe~mbgdab dogMes3agdobo, oMoab, doboded, 30093 MMa oc~m- 
HIMbsGoyemo sbbbs obgmo soMomgymgdab smbydmdobomsob: 

(1) SMbgdyemo 8oMs~M]~mg]d0 daymam|dg96 qd3gem gba gmamdab dgImMAgbsd9 we 

(2) oMbgdye~mo soMoemymgdob dodbjb0 omMoab Lbg@sbb30 Maaombda dbasgbo dxybo- 
goemgMmoa HMowa3agdab dgmbydo. 

od MMH SMBH MboGayem dgbodgdemmdob dgImo43b 30093 gMao sbsemo Ignmeammmany- 
Moa 89ModgGMo0. 39MdmMe, dabwos Wogoy96—r Dhogombdosbmdab (wos Loghame dnbo3zomamo 
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390Gb) 89MZIMSEN Cd AgmMsen L&amgdob oMbydmedob bojombo. 

dm3em9@ aob3gnba~mMa gb bogombo. 

nsaMggmgb yracmabs, AMogombdosbmdab dbhasgbo ammMdgdob sMbydmde dbmg@momb 
Lbo30@obb30 Myganmbdo, dgndemgds, dnagzebadbygd@gb d3qemgb BymGBymym gmamdcby wo 
SMS aZnsbegm dnamMs(3090b9. of ADgade~mgds ModsoMo30 aymMb abgaa Mobaob bod39m99, 
AmMamMa300 oMAoye~ s~@odnsbMs 80M3Zg9~Ma 8BmMdymo3ngdob asdmb3sms saMo3Z0@0b, 
mosbermygdom, mMHa Do~amboa beoab bab. dqmeombym-ewoabmbsbbyMHo IMogombdosbmdab 
HMose@a309d0b oMbygdmds DbMQmomb wyodMo3 obmemaMydym Mygaombda LomMmg@ o9dobq 
Noes dogzganamgd@ gb. AMogombdosbmdab gb L&oma gyMebmds Cwobmbsbb4ym 068 M- 
30M 90b, IAS gbow@ Loagwbegdb. gb LGamn mogobo ao3M39~mgd0M doagzebadbygdb ~y~roowgb 
Jambmemmanym bowmdg9d09. AMogombdosbmdob od LGamb dg 3y6mMeEgd Bo(3mdMamdob 
qd3gcmgb, 80%39mos@ Iygbozsm AM L&omb (Jordania, 2011, 2015). B9d0 sbMom, gb b&o- 
moa Logham BabsdoMas 39(73MdMomdob y3gqmo dmd~@g36—M AybLago~myMHo L&amoabomsBoab. 0938 
BZ9HL8H0 sdz0Ms@ Csndbs, MM(39 930 Bsoby@o JMogo~mbdosbmdob o~egbHyM amMIdgdb docm- 
B8gmbo Es ab~eEmbgybnddo. LodbyboMme, Bybboabomg3ab oH aym (36mdne~mo, Hmd ByLGoe 
03039 L&omo 3363ce9d0 dbmamamb 30-93 IMogo~m Ob’MEMaM|dy~ Mygaambdo. LommHy@ sdob 
350M, 3ybb do Bbodmoygbs oMoMaomabSyMHa Ba8mag bo domyobgamab do(3ybm3gMgdem dab ab- 
embybosda doaMms3o0b dgbs69d. 99 L630 dmbobMgds dodgb 3y6bSob dogm dadhbgye0 
89MHomgymgdob sbb6obagab: Cabmbsbbyddo Lodegmab ®Moe@na3a0b dgdmMhgbs domyobgado, 
abembybasdo (eo ILmgmomb 30@93 Iho30m 4ggyo6sdo) oMab 3o(3mdMomdnb wd3gegbo 
bobadmgmm bL&amoab dgdmmfigbob wo oMe agnsbe@gmo doaMmo3ngdob dgwgan. Lomma@ od 
Cabmbsb6b96%9 sagdye IMhogembdosb L&oamb 3y76m~e@q7d dq Zo(~3mdMamdob 8oM38g9mo@ bo- 
Lod@gmm b&amb. aomes w@abmbosbbydobs, od L&amabsmgab bdamse@ @sdoboboomgdgemos 
dqMmombob smbydmdar3. 

asMes CwCobmbsbbym-dqmombymo L&oamobs, 99 aodm3ymea jowg3 bod bobodm@gmm 
L&omb, MmdAgmmM(3 99, 06939, 80M39moe@ L&amM|d9@ 3M3~@m0. gbyboo: (2) SPdImMbo3mgm 
boob sb3qdn®mb4ymMo gmambdosbmos, (3) LodbMam @o wobo3gmgm sbaab 39d08mbyH-dg~m- 
N_BdDo8HyMHo JMMbdosbmMds Eo (4) Lejd-bodomoab o@Magob somMomgamynma dmogombdosbmeds. 

Agda sdMam, od mambo 80M3g9mo@a L&omo@sb y3gq9mob7 d3gmns wobmbsbbymo 
IMoZ39Emboosbmrdab L&omo, GmMdmab boy Wd39mb 7 Mob~omsb Hodmysmndea@s wsbsMhgbo Lodo 
80M39Mose0 L&omo. 

s6ems MMHamMea, LaGy30 AMsgsembdnsbmdnb AgmMseon L&a~gdnb dobob9d. agmamogo- 
Yoo obmemaMydyem Mygaambygddo 8oM3q7moeo AMogo~mbdosbmdnb L&omgdob dgdmMAgbob 
aoMes, A396 9M Woes wWoa3zogabyagb, Mmd dmMgyqm Jgqgybgdb drmmab oMbygdyemo boob- 
(M39 JhMogoembdonsb L8oamgob dmmob dgndmgds mMa ob dgGo 80MZgqmoe@0 L8oamoab damby- 
dob dge@gao aymb. 

80M3Z9MsSO0 Aybogos~myMa L&omgdob doMbydo Jdbob obo~m, ygmddnbaMmadye~m Ixbo- 
gommm Leamb, Mmdgmbe3 49 3446meOg7d AgmMse bobadmgmm Leamb. Mme@ gba(3 MMH dm- 
AQy™m J3Zgyobodo gMmdsbymb gmbydJob mMHa 8oMZgq9mos@0 L&amo, 3mMddnboMgdye0 sbocmo 
L&omoa, 06939, ImboeEmmebygmos, Hmd dbasgba aymb. sdabo goman dogsmamns 3gmMbo3ymo 
Md SMIMbSZEM mM bLoJoMm3ggemmb LyugMmymoa LodegMgdab bom3omMoa boobemgs. fgdo odbMHam, 
domo bosbemga0b bogydgqmos ome JoMmymo Gmdgdob doaMoyns bdgmmods bE3sd0, 
Sbes 3MMbaggqmgdab JogMo309 sPIMbs3g~mgm LoJoMmggemmda, oMsdg@ o~@|an~MMdn030 YHo- 
agMAMds gMadsSbJmMabasb MMo do~masb asbbbgo3g9d6yem0 L&amobes. 80M39e0 b&amo (.46- 
OmMbym-woabmbsbbyMo AMogombdosbmdo) Esdobsbosmg|dgemo oyM sgGmJombyMo 936~m80b 
nd3gm gba dmbobmyamdabemg3ob, bmamm dgmmy b&amo (Bobs-sboyMo 89908MbyH-dgem0d- 
doS4yMo jMambdosb6mds), AHmamM3 hobb, dmaGobgb soMgyemds obesemg3gMmdsyedo Gmdgddo 
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AmMamH3 Dg@aG®gMobaosdo, obg omdmbogmg|m yzo3zygoboodo. 0d 3md3mbg68 gdo0bog06 dgwag- 
Bam dgmMMoe JMogembdos6 Loomb 99 34y76mEog7d ,dyMeombyem-dgemnbdsGyM IMsgoembdn- 
sBmdob*. 

roONMOomMbyem-dgemobdsHyMo IMogombdosbmdab L&amo,, sMIMbosge~mgm bLofJoMaggemm- 
bo @o gmMbogob aomes, OobSyMe@{d9 3093 IMogom ByMByModo, bowo(3 wyyd3ge~gbo 
CabmbsbbyMa dmhogombdos6mMds dgZ0@S BMbHo4Gdo abwem-g3Mmdgemgdob dogH Imoba@m 
IAM dBIsGHyAM gMabdosbmdobmob. Ibasgbo dgMQymo Lobode|gMm L&omo, Mmdgemda(3 AogM- 
Masbgdyemas SsyMembyemn AMogombdosbmds Ed AQmMndbISHyMHa A7eEMe@ngs MogabyoRom 
d9GMdo, dgad@mgde obsbmb gbdsbgmob smdo 3g b Mgagambdo, o~mdsbgmdo Hmbygdbo @o 
Bod9db dmmob (dsaHed Ms msdgab Ommoalb), MyAJabgado d(36mM3gMq7d MoMdgmolb Mygaombab 
Jogge@mbagemgddo, dqmasMgqmab 8aMabob Mgaambdo, bLodbMam-sMImbs3mgqm bLyamMmdagmoab 
IMozg9embdosbmdsdo, sge~mGHoboaob ImempMbagh AHeo~mmMy|mM bsboedo (dogmMsd sMHs LodbGHqm 
bs6oendo), AMea~MmM|D LoMenboab IMogombdosbmdsdo (Joa%od OMS (3908Moem AM bLoMenb- 
amon IMo3g9embdos6mdsdo), SMIMbs3m 7m wo LodbMqm 8MMBQasmoab ImMogombdosbmdsdo 
(JsaMod oMs RGEn~EM|M BMMBVaomook AMogsmbdosbmdodo). 

bman L630 LobodmgmMm L&omay agahggbg0b Lb3go@obb30 8oM3qmoe@n bobod~mgmm b&o- 
mob dgmbydob dgw@gagdb wo, figdo sdbHam, domo(3 IgmMose@0 bobodegMm bL&oemg|d0 bes 
JOmeEMa. shams, Jsaomams@, 3oMnsHHymo 898 MMAmboo. g9MnsbSyonn 39GgMmg3mbns 
Bo3BM3gmMgoyenne oMdmMbo3gm~mqm Lemsggdab HyMo8mM0b9 wo bes aymb wojo3daMydxyemo 
mmo 8oM39moe@o0 bobonIM|MH~ L&amoab dgMbyJobmob: BoM3gQmo9 qdZg9eEgbo dyyMHoembsye~m-cwo- 
bLmbsbb yma dhogombdnsbmds Eo AGMMy{o sMImMbogmy]mM obonab sbsqdaGmbyMa gMambdosb~m- 
dd. Geoba3qyMHo :9MasHGjemo 8gGH MMAMEbEos, ddgemoo, Poomgem~mmb IMogse@mbdosbmdse@ (ob., 
doa., Zemtsovsky, 2010), myd35 GQbyEo ,{moEgmeEmMbyMHo 3Imemngmbno, MS BybJ(30Mb9- 
MmMs~o aobbb3039dqm bdodgo sagdyoo wos, YLd3M@, AMogomMbdosbmdsb boMIms@agbb. 
Loghoame, dgmbydob 8Mm3gbabs @o da~@gdyemn dgw@gagoob dgbobbo3gmo@ sx3ag~m {demo 
asbom3omoabbabgdgmos dgMbydoda dmbsbaem) Mammgymo 3mMd3ImMbgbGHab B3x4ymmMo Bembo, do- 
aMsd od dbad3gbgmmg306 bogambd 9 Agdb Imbbbgdedo0 39% dg3ghgmegd0 eMmoab bad(3oMab 
aodm. 

BMARIM sEImMbogmym bLeoggdab 39960 aodmam GHMaGMMo0byg dgndhbg30 30093 
990, 9339 Bsbby769d0 80M3qmoe0 L&omoab dmbsbo~mgmds3. ghoo 389d08mbyH-dgem0ddo- 
HAMA FAMbdosHMd9 MogabyQo~m MaG®ddo. obgmo dgMbydob doasmamns Mybye~moa ,amdg- 
ma, Cmaha3ycmo bLod@gmgdo. 

BoMame (36mMdama bogo~mymMoa bobodmgmm Lamon (3gb6GMomyMo obon@ob, 9.6. 
smoagMm Amba badmgMs,, 06939, oes hoomgommb dgmMoe@ bobndmgmm L&oamoe. gb dgm- 
Moe@o LobodegMm L&amo fodmysmoades MmMHo 80M3Zg9~mo@0 bobod~|MHm L&oamob daMmbydob 
J9O920@: 80M3Z9E@O OYM (3g6HMoemyMa Cs AMEN~MM|M oboob yd3gqm@m gba Imbsbe~m|medob om- 
Joya dnmeombym-oobmbsbbyMn IMogombdnsbmds, IgmMHJ 30 — smdmMbs3gemgm obnab ob- 
89IGHMOYMa FMMbINdHMds. Md{MAMbyemo Lodegmal G®Mo@a3os, MHmammM3 hobb, don4dbo 
09-9 Loxygqbgdo, Mae bss (3g6HMomyMH oSnsdo Ca~wd MAIMAMsRONMO Ed BqMBNM yo 
(3300096960 dad~nbsMymd~@s (yMeoabos, 2006). 

LonbGgMgbms, Mod MM do~nsb asbbb3go39d6qem dgmmMoe@ bobodmgmmb b&omb, 30Mn06b- 
HAO 89H {MMQMbnsbs Eo MdgMBmbye bodegmeb, mMaggb gHan ws 023039 ,ddmdemgd0,, 
8y9300! 

Ssbems jo IMBmg@ Rodmgoyomadma Mosd~@gbadg wob33bo: 

1. d3gema 80Mo@ngdob dabj@30M, IMo3Zgoembdns6mds dbmMamoamdo 3M(39MOJdMDS ByVCr- 


HAM Qo ymbGHoJGgoob dgw@gaoe. fyg6o ggmggob dgegagoo oH seosbGqmygob od dab ge- 
yogdob, Mo~@asb dg of 30/30 9M73 gM WoseEosbnMyd yma dgdmb63939, md ImMogoemb- 
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dosbmds dgbymaym dmbmeanma &Mo@a300b dfmbg j3yemSyModo, obey ymbGo4Go 
sMosbmdom bemgdob agobdog~mmdsdo aMdgmeogdmeagh eo 39648 30(39d4em0 oymb BqymByqny- 
(mo OS MAmMogayMHo Mbdg7bgda0b bLosbemm3am; 

2. danbj~@o30@ Odobs, md dhogombdnsbmds oH 3f(39mOId0 ImMbmMamboyMH bo~mbyddo 
ZIMAYMH AM BmbGoJGgdob bodyomgdam, MH Ahogombdosb BymByMob doydens dg- 
WOM JSAM s@gZgamse ssdysMmb YMongMamds ood a7330E~Mb b38q(30gQa34M0 AqbagZo~myMo 
goog g6Ggd0; 

3. 06939, dgdmdodgb Bnbs@o~@gds, Imbeo gb Lobodmgmm Leamgdab ob&mMoy~m-bS&o- 
MMO WMOYMgDS. SdabsmMB30b dg dgdmdod3gb ByMdabgd0 ,8oM3qm@moe@0 bobad~mg|Mm bL&omoa, eo 
rdgMMse@0 Lobandr|Mm L&omo,. BoME8gmoe@ L&amgdb dg dago34ymgb9d mb bobodeg7mm 
L&omb. mma domasba dmogembdosbos (SyMeombyem--coobmbsbbyMHo IMogoembdnsbmdse wo 
S9MSE~mgem M0), mma jo gMambdosbos (s639d0GmbyGo IMBMAMbns Es SgdaGmbyM-dgm0b- 
doS4yMo ImbBmMQmboo). od Maba~@sb L&amn@sb 80M3g9eE0, sqhMombym-ewoabmbsbbymHo b&o- 
mo, Agda sbMam, oMab bogham BabsdoMa y3gqmo L630 80M3Zgqmoe@0 bobod~egmm L&omoabs. 
Sd Lamb ofgb y3qmob 7 BoMam aqmaMogoaymoa a53M(39~Mgdo Ed a363~Egd0 DbMamomb 
Yy3gemsd9 49MM odBMEMnM dye MHga0Mbgddo. 

4. maga daams3oynmo 8Hm39bgd0b eMMb, 8oM3qmoe@0 bLobod~E|Mm L&amgdnb dgm- 
Bydaob bog yd3q9mbq boMdmaddb69d0 AgmMsen bobadmgmMm L&amgdn. IgmMs@ bLobodegmm 
(QMs30ebdos6) L&om gdb drmab omab dqmembym-dIgmoddoGyMo IMogombdosbmds, 39M0- 
SHHNM 8g8 ]MMYAMbAS CES Md_gMBMbsyemo Lodegme. 

5. MmMegbs3 433~g3M]Jd0 (3@0M~MMAd}]6 Jgabbs3g~mmb 3m3zo~myAMHa DMhogo~mbdosbmdnb 
39M gJd0L YHmagMamds dJgwsMgQd0Mn Agmme@nb asdmyg7bgdom, dom syi3amM|dmoe bes 
asamgoembabmb gbo my ab 3mb3Mg78qema AMogembdoosbadob Gado 8oM3Zg9ms@ns Oy Ig~- 
Moe@o. M30 doom bo4dg ofgm dMogombdosbmdob 8oM3g9mos@ GHadImeb, y3gmobg dybgdMo30 
Mob336o afogd0, Mmd boddg agogb qd3gmgbo gy_m&yMmymo ghoamdab dgdmMhgbebmob. 

6. Ame gbs3 begds L6go@obb30 MagqmMbdo oMbydejemn dgmMoen IMogombdosbmdaob 8o- 
8900b dg@oMgdamn dobbogemo, Agda MhAg30 ofbgd0, sbgma d9dmb6393960 aobboamy~ obob, 
AmMam™H3 Abasgbo BoM3gqmoe@n BMMdgd0b wodmjn~@gdgema dgMbydob dgwgao Lb3go@obb30 
Mga0mMbdo. 

7. 09 dramnosbse@ 0M a9dM3ZM0(3693 dMogombdosbmdob doGoMgdgemo boembgdob doamo- 
(30gd0b dobodemgdemmodob, doaMod of Logmabamgs bodomm. daama3agdob bodyomgdom 
IMoz3oembdosbmdnb dbaogbo gmmMdgdab sMbygdmedob obbb6s dbmamomb Lbgo@sbb30 Mya0mbdo 
yes Imbeg7b JomEme od dgdmb3q30dG0, M30 sMbgdmMdb 30@g3 Lb63s, ~WsdsG dom, ~wo- 
Amy Z0@JdgEMO (SMJgmeEman Ha, SbHMM3IMEManyAMo, ByGoE~mednad) BysMergedn. 
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JOSEPH JORDANIA 
(AUSTRALIA/GEORGIA) 


CROSS-CULTURAL STUDY OF GEOGRAPHICAL DYNAMICS OF 
TRADITIONAL POLYPHONY: 
PRIMARY AND SECONDARY STYLES OF POLYPHONY 


Our understanding of the origins of polyphony is currently experiencing a change of para- 
digm. Until the end of the 20th century there was a long held belief, that polyphony was a late 
cultural invention (see for example, Schneider, 1969; Nettl, 1961). According to this paradigm, all 
human cultures were initially monophonic, and at some point in the future all cultures are bound to 
become polyphonic. 

According to the new concept polyphonic singing is a product of natural selection, not a late 
cultural invention (Jordania, 2006, 2011, 2015, 2016); choral singing and precise rhythm were de- 
veloped as strategic means of defence from predators after our ancestors became terrestrial. Group 
polyphonic singing, together with the rigorous rhythmic clapping, stomping and body movements 
was designed to intimidate predators on one hand, and on the other hand, was putting group mem- 
bers into an altered state of consciousness, which I call the "Battle Trance" (Jordania, 2011). In this 
state each member of the group was losing individuality and ability to think rationally, and was 
becoming a small part of a bigger unity and mind's evolutionary priorities were radically altered. 
Group members were dedicated not to their own interests and survival, but to the interest and sur- 
vival of group members and to common goals. For millions of the years this feeling of utmost unity 
and dedication was helping our ancestors in the most critical moments of their lives. Very tellingly, 
even today, professional army combatants still use collective singing and dancing to prepare them- 
selves for combat missions. 

After the gradual increase of human defence and attack capabilities, and particularly after 
the development of fully articulated speech, choral singing lost its primary importance and started 
gradually disappearing. This was a very long process, taking tens of thousands of the years. This 
process still continues all over the world. This is the reason why vocal polyphony 1s gradually dis- 
appearing in traditional cultures. Facts of gradual disappearance of polyphonic traditions had been 
discussed in several of my books (Jordania, 2006, 2011, 2015) so I will not be mentioning them in 
this paper. 

Instead, in this paper I would like to discuss several methodologically important issues con- 
nected to the cross-cultural study of traditional polyphony in the light of the new paradigm. I will 
address these issues in separate sub-sections. 


Can polyphony spread through the cultural contacts? 

This is the crucial issue that must be taken into account by scholars working on cross-cultural 
study of traditional polyphony. According to the old paradigm of the origins of vocal polyphony 
(see Schneider, 1934, 1935, 1969, Nettl, 1961), polyphony was a cultural invention, and it could rel- 
atively easily spread from one culture to another. Marius Schneider's reconstruction of the origins 
and worldwide spread of traditional polyphony was entirely based on the interaction of so called 
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"cultural circles". Polyphony, in the opinion of Schneider, was initially invented in South-East Asia, 
and then it spread predominantly in the western direction, gradually reaching India, Iran, Caucasia, 
and finally Europe (Schneider, 1969). In this model polyphony was believed to be a culturally trans- 
ferable phenomenon that could easily spread from a culture that had vocal polyphony to another 
culture, previously a monophonic one. 

This theory might seem quite natural, but existing facts do not support it. Let me remind you 
only two very telling examples that some of my colleagues are aware of. 

EXAMPLE 1. Armenians and Georgians had been living next to each other for about three 
thousand years. As two first Christian countries of the world, they had been allies during most of 
the time, as they were resisting the onslaught of a Muslim religion. Armenians and Georgians had 
long-term religious and cultural connections, they even had interconnected royal dynasties, not to 
mention plenty of other cultural similarities. At the same time, musical traditions of Georgians and 
Armenians show profound differences in the factor of monophony and polyphony. Georgian tradi- 
tional music is entirely based on polyphonic musical thinking, while Armenian traditional music is 
equally entirely based on monophonic musical thinking (Kushnarev, 1958). So despite three thou- 
sand years of living in the same regions and plenty of cultural influences, Armenians and Georgians 
kept the key element of their musical thinking intact from each other. If the cultural model of the 
origins of polyphony was close to historical reality, it would be natural to have a tradition of vocal 
polyphony gradually spreading from Georgian to Armenian villages. 

EXAMPLE 2. The cultural policy of the former Soviet Union provided us with another very 
interesting example. Soviet Union organized a unique 70-year long experiment of creating po- 
lyphony in monophonic cultures. Aiming at forming a common socialist musical culture for every 
people of the Soviet Union, Soviet authorities tried to bring not only the contemporary forms of 
European musical forms (like opera, ballet or symphony), but also choral singing, harmony and 
polyphony to all the peoples of the Soviet Union. Great amounts of finances and human resources 
were involved in this quite barbaric experiment. Moscow-trained composers and choir leaders were 
sent to the monophonic Central Asian republics and Siberian peoples to help them to harmonize 
their traditional monophonic melodies, and to organize big choirs. Operas and ballets had been writ- 
ten and staged, but despite all the efforts, none of the traditionally monophonic peoples of Central 
Asia or Siberia started singing their traditional songs polyphonically, and as soon as 'perestroika' 
started and ideological pressure was relaxed, existing choirs were disbanded. (By the way, I want to 
remind to my colleagues, that this unique experiment has never been a subject of a scholarly study.) 

These two examples demonstrate that polyphony does not spread to monophonic cultures in 
spite of the long term cultural contacts, ideological pressure and even monetary incentive. 

At the same time, there are other kind of examples, when a new polyphonic style was success- 
fully adopted by the representatives of very different cultures. For example, Christian missionaries 
claimed big success in bringing Christian hymns with European classical harmonies to Polynesia, 
and to many African cultures. So we need to find an answer to the question: why cultural borrow- 
ing of choral polyphonic singing was possible in some examples (like in Polynesia or Africa), but 
appears to be virtually impossible in other cases (like in Armenia, or the peoples of Central Asia 
and Siberia)? 

The key for understanding of this problem 1s the fact that both Polynesian and African peoples 
already had rich local traditions of choral singing by the time of arrival of Christian missionaries. 
Of course, their traditional polyphonic styles were based on different principles, but still, for them 
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the newly introduced European polyphony was not so alien. It was a type of musical thinking, poly- 
phonic thinking, that already existed in their culture and made fruitful contact possible. 

On the other hand, in the case of Armenian, Central Asian and Siberian peoples, they did not 
accept new polyphonic style as their traditional music was firmly based on monophonic traditions, 
a different type of musical thinking. 

So here is a conclusion for this small section: cultures with polyphonic singing traditions 
are open to the influences from other polyphonic cultures. On the other hand, when carri- 
ers of monophonic and polyphonic singing styles have contact with each other, they try to 
preserve the most important element of their singing culture — monophonic or polyphonic 
musical thinking. 


How do cultures react when the carriers of polyphonic traditions migrate to the 

other regions of the worlds? 

There are different reasons for big groups of people to migrate from their motherland to other 
faraway places. These reasons involve radically different processes of displacing big masses of 
the people. For us it is very interesting to check how their musical traditions react to such drastic 
changes. 

Again, let us have a look at couple of specific examples. 

Case of African slaves, brought to North and South America against their will, is of our special 
interest. During more than two centuries, millions of Africans (mostly West Africans) were brought 
to Americas. Forcibly displaced from their homeland to a completely different environment, Afri- 
can Americans undergone profound cultural shock. 

It is very interesting to check what happened to various elements of their African heritage after 
migration. Their language and music are of our special interests. As expected, the original West Af- 
rican languages virtually disappeared, as the first generation of the migrants died out. On the other 
hand, African roots of their musical cultures persisted and have never actually disappeared. This 
must be said about their choral singing tradition, and also about their predilection towards strong 
rhythms and dancing. These elements are still strongly present in African-American communities 
both in North and South America. It is clear that the change of generations has not affected the 
core elements of African musical cultural heritage, including their polyphonic thinking and strong 
connection between singing and dance. 

For other examples of carriers of polyphony migrating to new territories we can have a look 
at the cases when a sizeable groups changed their dwelling place for economic, demographic, envi- 
ronmental or other reasons. Such cases are not rare, particularly during the couple of last centuries. 
Migration of Macedonian populations in various regions of the Balkans and outside of Balkans, 
migration of Balkarians and later branching out into Karachaevians, migration of Svan groups into 
South Georgia in 20th century, and many others cases, all represent various cases with many dif- 
ferences in details. Despite these differences these cases are quite similar in regards of the subject 
of our interest: carriers of traditional polyphony, when migrating in compact groups, as a rule 
retain their traditions of polyphonic singing. 
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Does the Presence of Similar Forms of Traditional Polyphony in Faraway Countries 
Indicate the Presence of Past Migrations? 

In the light of the previous discussion and subsequent conclusion it might seem logical to 
propose, that the presence of similar polyphonic styles should strongly indicate the migrations from 
one of these regions to another region. 

However, when discussing the possibility of migrations, we need to take into account two 
profoundly important characteristics of vocal polyphony. The first characteristic is the deep prehis- 
toric roots of vocal polyphony, and the second characteristic is the extreme stability of polyphonic 
traditions. We should not forget, that big part of the polyphonic traditions is still spread in the most 
isolated regions of the world: in inaccessible mountain ranges, islands, or the big forest massifs, 
thus pointing towards survival of the ancient common musical culture rather than migration from 
one region to another. 

These characteristics of traditional polyphony suggest that apart from migration of the carriers 
of the polyphonic traditions, there are at least two alternative explanations: 

(1) survival of ancient unity, and 

(2) mixture of same components in different regions of the world. 

These two alternative possibilities bring up another methodological issue of primary and 
secondary styles of polyphony. I would like to address this issue in my paper. 

(1) The presence of similar polyphonic styles in different regions of the world might be in- 
dicating ancient cultural unity that goes back into prehistoric times rather that migration of the 
carriers of the polyphonic traditions. Such unity might be reaching back the initial exodus of hu- 
man groups from Africa about two million years ago. The presence of drone-dissonant polyphony 
(D/D polyphony), often indicates exactly this. This style is based on dissonant intervals, seconds, 
and shows the pattern of distribution of extremely archaic phenomena. I call this polyphonic style 
the primary musical style of humanity, arguably the ancestral style of all other musical styles. 
Jaap Kunst was confused, when he found out about the presence of similar polyphonic traditions 
in Balkans and Indonesia. Unfortunately, Kunst did not know that the same singing style is present 
in many other isolated regions of the world. Unaware of this fact, Kunst proposed a hypothesis 
about the migration of groups of people from Balkans to Indonesia. I propose that the presence of 
this style of dissonant singing in Balkan, Indonesia, and many other isolated regions of the world 
is a survival of the primary style of human singing. There are also three other musical styles that I 
propose to mention with the name "primary" musical style. These are: (2) East Asian anhemitonic 
monophonic musical style, (3) South and West Asian hemitonic-melismatic monophonic musical 
style, and (4) sub-Saharan African parallel polyphonic style. I propose that out of these four primary 
musical styles the first one, the Drone-Dissonant style, is the predecessor of three other primary 
musical styles. 

(2) Apart from survival of primary polyphonic styles in isolated regions, we should not forget 
that similarity of the polyphonic styles in different faraway countries might be the result of the mix- 
ture of the elements of two or more primary musical styles. Mixture of primary styles creates a 
new style, combined musical style which I call secondary musical style. If in two faraway regions 
two similar primary styles are mixed, the resulting styles will bear a great similarity as well. Good 
example for this phenomenon is the amazing closeness of East Georgian table songs and Corsican 
polyphony. Their closeness should not be attributed to the migration of Georgian tribes to the Med- 
iterranean Sea, or the migration of Corsican tribes to Eastern Georgia, but to the interaction of two 
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primary singing styles in both regions: (1) the ancient pre-Indo-European musical style, based on 
drone-dissonant polyphony, and (2) the Middle-Eastern hemitonic-melismatic monophonic singing 
tradition, based on free rhythm and melismatic melodic lines. The former style was indigenous 
for old European populations, and the latter style most likely was brought both to Caucasia and to 
Mediterranean Sea by the migrating early Indo-European tribes. I call this secondary polyphonic 
style “drone-melismatic polyphony”. 

The same mixed style of polyphony can also be found in several other regions, where the 
ancient European drone-dissonand polyphony came in contact with the monophonic traditions of 
early Indo-Europeans. This kind of mixed style, combining drone polyphony with embellished 
melody in free rhythm, can be found in Albacete region of Eastern Spain, among Tosks and Chams 
from Albania (but not Labs), Macedonians from Farsheri region in Romania, polyphony of Pirin 
region in Bulgaria, South-eastern Serbian polyphonic style, northern part of Belarus Polesie (but 
not the southern part), north Sardinian polyphony (but not Central Sardinian polyphony), eastern 
and southern Portugal polyphonic style (but not north Portugal polyphonic style). 

Some other musical styles also show signs of the mixture of different primary singing styles 
and I propose to classify them as "secondary styles of singing" as well. For example, the origins of 
variant heterophony among eastern Slavs must be connected to the mixture of two primary styles 
of singing: (1) archaic drone-dissonant polyphony, and (2) the East Asian anhemitonic monophony. 
Classic variant heterophony itself is hard to qualify as polyphony (see for example, Zemtsovsky, 
2010), although Russian "podgolosnaia polifonia" has at least two functionally different parts and 
definitely belongs to polyphonic family. When analysing secondary styles of polyphony, the rela- 
tive size of each component of the mixture must be taken into account. But I am not going to discuss 
this important issue in this paper. Sometimes a third primary style, hemitonic-melismatic monoph- 
ony in free rhythm, also joins in this gigantic mix of musical traditions of Eastern Slavs. Example 
of this mixed singing style is the tradition of Russian "long" lyrical songs. 

Unique and widely known singing style of Central Asian peoples, overtone singing, must be 
also qualified as a secondary style of singing. It is the result of the mixture of two primary vocal 
styles: archaic drone-dissonant (D/D) polyphony of the old dwellers of Central Asia, and the an- 
hemitonic monophony of East Asian peoples. This style was most likely formed in the 9th century, 
during the time of major ethnic and cultural changes in the population of Central and North Asia. 

Interestingly, two secondary styles of singing, variant heterophony and overtone singing, have 
the same "parental" primary styles. 

Let us formulate a few short conclusions: 

1. According to the old paradigm, polyphony has been spreading throughout the World 
mostly via cultural contacts and cultural borrowings. Our research does not confirm this idea, as 
we do not have even a single clear example of polyphony spreading into the traditional music of 
monophonic neighbours, even in the case of long lasting ethnic and cultural contacts and shared 
religious beliefs; 

2. Although polyphony does not spread to monophonic cultures via cultural contacts, two 
polyphonic cultures can relatively easily share elements of their polyphonic styles; 

3. I also propose a historical-stylistic division of singing styles. I use the term "primary 
singing style" for the four central singing styles of humanity: two of them are polyphonic styles 
(Drone-Dissonant Polyphony and Parallel Polyphony), and two are the monophonic styles 
(Anhemitonic Monophony and Hemitonic-melismatic Monophony). Out of these four styles, the 
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first one, the Drone-Dissonant style, I consider to be the ancestral style to all other primary styles. 
This style has the widest geographic distribution in the most isolated regions of the world. 

4. Mixture of primary musical styles gave rise to secondary polyphonic styles. Among such 
secondary styles of polyphony are: drone-melismatic polyphony, variant heterophony, and overtone 
singing. 

5. In the case of cross-cultural studies of vocal polyphony researchers need to take into 
account the types of polyphony they are dealing with. If they are dealing with primary styles of 
polyphony (particularly the drone-dissonant polyphony), the default explanation for the presence of 
similar polyphonic styles must be the survival of ancient traditions. 

6. In the case of the presence of secondary types of polyphony, I propose that the default 
explanation should be the local interaction of two primary musical styles. 

7. I do not want to exclude the possibility of migrations of the carriers of polyphonic 
traditions. However, using the idea of migration of carriers of polyphonic cultures as explanation 
for the existing similarity of polyphonic styles in faraway regions should be applied only if there 
are number of other sources of migration, including archaeological, physical anthropological and 
written evidence. 
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IdAN6S ISSOOGHIdAI 
(LSISMHOISIL) 


OMoOQNGNILN AILNJIVIGN JILNGIMNL sQosGoGNo 
AMSANGOGNNL 8NMMSIddN 


Jgbogsemn 

0965d9eMM39 dybozomyMa ByMByMo aobbb3039d4m dad~wonbsMymdsme, 9bMM369d0- 
md, Iomamdbyje3qgmmodoms Lobagbab dgm@gans, MMIAMab ao3M39~mgdobo os aob3gaMoM|d0- 
do Dbad3gbgemm306 Mmemb sbhMym|db armmdoemnba(300. 

aemmodosmarbdos3nnb 8M 3gbo boboomeagds Bobsomdg@ygamdam: 3q4mByMab ammMdgdadb 
HOGoemmMo ybogqMboemonbo309, qoogomayMabs wo b8g3o0ga034Mab Bods wes gmbo34yMo 
MyOgbobbo, yyMoeE~r|ds GHMoeai3o0yjmo jBym8yMob dadoMm, AmamH3 Mgo4(309 od 38Hm- 
(39609. ®Ms@agoyemoa AybogomayMho BymByMo od 30mM9MHgjdodo boMImMse@agob ymdjbo30(30- 
ab ybozocmm bodyomadob gaym&yMomosdmmoaboa yHonagmamdobsmgab, Amdge@a(3 0H oHab 
DVLA BgMdsEmyMHo gab LoBE3Mgd0M Es WYOBMMN3ZgImYymMab wons~mmal woa3gqgmbo~m- 
abs300b BMBa309b5 ES CMMBZomyAMa Bq{MBAMyd0b yoozomyAMmdob C9(330b dromob. 

0965d9@MM39 80MMdgddo dbad3zbgemmgoboe adob 39H33930, MY Mo Ao3zemgbob sbegbb 


ammdsemnbs309 Bym@yMoab baj{Mmm dg, oMab my oMe dabo byasgemgbo gMm3bymo yxy~o- 
HAMM MZaMdyMoasemdonbs Es MaM{dyemgdgdob wodobaMm|3qgmo? bmd of BoMIms@agbb 


0965d9EMM39 YMRo, BAMBQMyeEmo oMAgGadyqmo Imegmgdab aoswosdg6gdo0b Lobob~@omb, 
bem boembymo dgdm4dge@gdab asdm3m36emgdob (3940 — 4 Amdoob? 

Imbby694d0b dobobos asdmgo3mnabm GHMs@ayoyemoa AnbozomyAMa BymMByMab gynyb- 
qgombamygdob mogabgdyMQd9d0 wo sEssHo30NMa 8M&H 6(309~0 ~~ AEMMdoe~M0‘d0300b 
80MMdgddo. 


HMseoayayema AybagsemyMa gymByMab deamdsMgmds ms6sdjq0MM39 98539 ~wo dabo 
NMangMomes dsbmdMng ws gemnGsMym 34jemGyMgd0r96 


BM 3emmMMa Maya bLab&doo, MMdAGe@A’Z YOMYMb3qmyMeb Lagaqdab qyooMmb aodmo- 
IqdogMb oe@od8Go(300b 99H 33g94em0 JgJ4ob0bdgd0 Es gbdoMAd9 MagMosGayema MyasaQnMJdo0 Imob- 
CAML AywdoZ0@ (339EMJd0@ |B9MIIM Lobsde30m9b9 (dn69dM08, La gosm ym, g3mbmdo 34m, 
MQ{MMISQOYE Cd 5.d.). SdOGMId ob 56 Dgade~mgds asbgnba~ma, HmamMH’3 Agem048o0, Gmdgc- 
a(3 AbsMANGAdL Mogab ymbbyMZ0GHoqjemmdsb mobsdg@MM3gmdsdai3. XX boxygwybg ademgg0 ~ybo- 
30H Lodyomadob od (33cemaemgdgdob sboemobabagoab, Hmdgema(3 HMoe@ai3oyem Agbogomaym 
IMB QModo aobbmM30gmeo; g8mJob ber309e~mjMH-3memnGHa3yMo s9Moe@ogdgdo0b (33~—mo woo)- 
me sabsbs dobdg, doamsd, 94039 EMMbL, aooodGaMe dabo sessGHoi30yMa dobodemgdemmdgdn. 

bsembyma Agbozoe~myMa dgdmdg~@gd9 Ay~wdogo@ gobsbemgdo~@ns Ws 9439d0~@gd9MJd0 
eMmoab (33mm 9d9db, asbsaMmdgeyemb LodgdbMymadem adMegobs300b 8He-(39bom, Mr- 
dgemdacg. dgendemgdgemas W33e~gem0 CEoMAgb BgdabdagMn gadboMgdyemo Imegemo. od dybo- 
ZOOM FIM QM’, MMAgmb<s yz Hggh A\MaQo gage ggQyogdoMgIm amgbyM yo@ob, gbo3g- 
mgd Msbsd9eEMM39 bomb yma AybozoEmyNMa BqyMByMHo, Mmdgema(3 gdyoMgdo Mmamm3 
bsembyM BMoc309db, obg g8mdob oboe Mygoemagdb. mvwy aobyoma g8mMgdab GBMoewai30yjem 
BZqMBQMob sboboomgde@o bob3M78yemmds, AgowMM yo3doMoa byab-Aggymg|dgab, JgyMmobgmos- 
bo @o ymoRam aoMmadmb domoab, bream bodgdbMyemgdmm 8Mm3g9bdo homMavyema aym y3gq~mo 


Imbsbom9, EAL bomb AM AnbogomyAM ByMBqQModo, qoMoS8 bow, beogId59 wWoymaRs dodb- 
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Myjemg{dmydo@ wo Dbdgbgmgqd0E@, bmMeM Mog0@ bodgdbMymgdemm 8Mm3gb0 s~moM oMob ~o- 
B03dOM {dyn Bb3MgGye Ogb-Aggrjemgdobmob, gomgbooMyom omgbobboyemmeb o6 dHmdom 
8AM (3g9LM06. d3gqmo AybLogo~myMo bsboMdM|dgoab o38mmMab sbmbodqMmds doboMAybgdejemno, 
d52aM9d Msbsd9eMHM39 LodegMgdob dA&gLmdsb, GmIgem0(3 AoboembjHes, yo3b 938mMo (asb- 
bogqmmgdam gb g6gdo Jomo ym Jomo nm Lodegmeb; doa. ,,byemazm", ,ygo3gamgdab 43gyobo" 
cs ».d.) (Kavtaradze,2012: 415). 

306ob 369 smbengjemgddo smnbadbyd9 GMowa3ayemn AgnbogsemyMa BymMByMoab dyb9- 
dMH30 bLe3ns~myMo aoMgdmb dood3byemm3zbse@ dzxbmMe3gab 8Mm3gbo Maaombgddo, bodgdb- 
MjmMg{de-mm_ MA3AMByoMab Bq8aMboGyZ{0gMse@ 3909(39do Momdn~@sb momdobgJ dga(330emo 8 9- 
dob godboc3a0b x96 Bgmhamo, dgd~@amd jo — se~@om-3gn~@gM bLodejoe~mgdgd0m. 

dN67dMng{0@ dAd(30MES YRMMmbo Momdab AmdJdgemo-drdegMemgdab Mome@gbmds; d39- 
mo boebymn abb&M7d968 60 yam aoMgdmda, 8MoJGo3qmo@, fhoobs(33~mo JMmdoSaxyem- 
do bo3M939dd0. Mebw@smsb MmobsdqeMm39 Agbogab yobMadmsb YHanghamdsdo (9LGMo@, 
Roba, s9MeEgdab JzIM{IZEQb9, Lb3g5 boembms AnbozseE Ha JgdIMJIgE905) ImbeS bombo 
Aybazab gy Abd(3ambsemM-bab3Mg_Gyemo dabdsombab SHMobbamMds(300(3, Modo(3 aobodaMmeds 
8MLAQBMEByemmmMab ygbmdg6ab BoMmdm dbo (Hexsogos, 1995: 2-4). 

ammdsmabvs30ob 380MMd9ddo bsemb yma AgbogsmAMa ByMEB Mob dobobgd bowydmobob 
NOS adbgnba~mmMa doba YMongMamds dobmdMng ws gmmaGhMym ByMByMydn0b. GMoe@o- 


(304M BxVMEBQMob sboboomgdb yrmg|d Gamo dgImAdgqegEo, gemaGymb — abeogowxyjoemyMo. 
HMsOagayemn  BAEMBHYMo gdyoMydo obgmMdo3aob yBmobaMZo(300b, gemaGoMymo o30cgd0- 
yHa jZymByqmMs sbs~mo sdobMab Gomdmdbob dojobodd9db, bream dobmdMaga AgbogomyAMo 
SMB QMabagab yo Lber3nsemyMa Lyd yMydob dabomMAxybgdab doJoboddos ImomM08J8- 
mo. sdsbosb, HMsea3oyemo BqjmBnMoab mMagbGHo300 3MbbgMZ0(30009, bre geaGoMyomo 
BEM 8QMab — ab—mBgo(300bo Ed aobsbengd009, boMdmdmdb dom damob d30Q0mM Lbgomdeb, dodob 
Ameo gbs3 DobhmdMago 3ymEByMob soMmMdqddo, Mmdgmalz 29H33949E AjgeEoGmMb boMmdme- 
agob, geaGoMmymn Es boembyma BxymBnMgd0 smyemdg6 dgbgdob byaMBoemgdb (Koctuna, 
2008 : 331). 

HMose@ai3a0Nea gmba3~4MHo Godob Lodtmasama|dabagab, EMgdw@] wodobsbosmgdgemno bo- 
BIYMMO MoZab 096890307309 Lr3n0cmyM Yayqemoeb, Mmdmoab 693M]db ogogdoMgQdm yxyem- 
HAM YM Cs Lr3n.cmyMHn syanag{hMamdgdo. 06939, HMow@a3oyema BymBqmob bogMH39do 
y3gms @gomdgbo asdmeab, Mmamm3 ogmgbGqMo, daybgw@o30@ Jobo ,dobmdmoamdabs" ~wo 
AbeagZn@xoEMNMO o3HmMmdab wo BoM3gembyoMmb qdmobemmdabs. mobsdjgmMM39 gHodby oM- 
89304 Hgd0b ao3gM3gemgdob 8Mnb3080 sobemmggdb SHMowai3ay~ jZymBqMob dobmdMagmob. 
doamsd dobmdMng gymB®qMob, AmamM3 obeybSMosmods3oabs Go aemmdomobgoyena bod- 
yoMmb 8mm HL, sboboomgdb qMdobobs(300b, dobmdMamdnb, Jomanbsemods300b, doams(30- 
yoma 8Mmr3gbgd0b asdemagM|do wo BymB qmoab HMobbeoo300b abgma bodyyomgdob woMo39- 
35, MMAMMA(3Z99 BMSCE0(30d. 

Logo@obb30 gMmgzbyem0 BymByMoab jo3daMgd0, AybogomyM Lob&gdome ~wosemmao, bb- 
390dL639 L&amoab, yobMab, dadomoyegdob sbodome 300 (39Mdmo, sgoc~gdayMmoa dybazabse — 
QMBmMMHOsb, xobosb, Mm3ms6 ws bbz.) — gb y39em0QqQHo CEsdobsbosmgdgmos DobmdMago0 
8M8d-QLo30bMB30b (Grossberg, 1997). 


bso ase@ab bs mgm? 

daaMs3os JymByqMoms wEosmmaob gMa-ghan bobsbonsxnm 8Hmdmgdes, Mmegbs3 
ZIMBQMomMs CErs~maak EMMb bomb yma bLadegms aos~wob bLb6go BymGqmob bodm30mb 
domds wed be ds ,bLbg0bo0 bo34mMHQd9", sdobmsb39, ba&y3960 Jgndemgdo Jg0(339comb (doa., 
aSsemoyMHo Lodegmoab es Mmdobbab ao3MH(39e~mgd0 Oo ,aobo~mbyMydo" LoJoMmsgemmdo, ox- 
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wamdsa. 1). sdageGo ,bsbobbmds* dondmgds asbgnbamma, HmamM(3 3yC~MBjGoms ~wos- 
Mmmaob gMm-gMan QmMMds, MmMdgma’Z s@sdHo30yqMo 8MM3gbob dg~@gaQ09. bo(3ambom~- 
yHa a@gbGmdob wod330e@MJd0 ~Wo, 94939 EMMb, ,bb3gabo" asdmE@nmgdob ,damgobg9d0" 
— bgemmsgbgdab ab&®mMoob Ma {ma Ed OMsdSH AMO aos. 9d 8MM39bd0 38MH0bR3038q4~@m0 
DGad3gbgemmodo of3gb ,bobm3MHab" ag6mdgb6b. ~@. mabsimgn bodm3gmob mMmdbMag dybgQd0- 
B97 LodMoabosb (GmIg7m(3, JHao IbMng, agmMdZ0bMdb A_ZIMAIZ@Jd0M Cos~mab, IqmM4 
dbMG0g, ,Lbg0b* daymgdemdsbh), bosdb wqb3sdb, Mmd M3gamdyga69d9 yomndegds 3ym8y6- 
SMd b9bM30Mb9. LobegoMo, MrMaMM3 aodogMonsbgdgemn Ws aodymaa — Ademo3gMa AXgdo- 
Bobdos, bgemmg3bgdob gmbmjzqmeBqMmymoa Hg:amdymRosemdab aodmbo3m bse wo, 94939 
CAML, BMaso3ymByMyomo aob3amoeMgdo0b 8Hm3gbdo dabo homMaymmednb m3gombobMmob- 
om (JIuxaues, 2016: 47). 

9d 3mMbGaJLOdo g9Ma-gMm DbodZbge~mmM3Z96 bLogombb bomdmo@agbb Aynbo3zomyM-nb- 
HMbs304yMa sb%6MHmgbgd0, AmdAgMA(Z 0(330EgJdo Sbo~o BqMByMymo omdobsbSJda0b dobo- 
dodoboe. M973 7RMM sbemb oMnsb FMadSbVMMb AQbojZo~myM-bosdMm3Z6—r 8Mnb(3089d0M 
3OMdIMM9(304E 8AM 3gLbdo hoMamyen bydng4GJd0, dam qRmrm MMasby~mns dg~wgao. 


NMHnagMamds 335~E9day\M Aybo3sbosb; sbsemn Basal ymm3eamMnbdo 

XIX-XX boxy3~y6g9ddGo 493M Jggyobsdo wonbym ggMmdyem dAybozomyAM ByMByMoboob 
mosbeamgdob 84m3gbo, MmMI~moab dg~wgaowo(3 aohbeos F38MMdyemo Gadab bo3md3mba®mMe 
dgIMAdge@gd0b BgbmMdgbn ~o, Agbodsdobow, ym3gqmn39 ab, Mo(3 dobmob obm(30M~@ do: 93- 
AM8ymo AgbagomyAMa ymddsmba300b 3obmMbgd0, yobM d0, BMMIgd0 ~o, Agbodsdoboe@, ob 
Loddomba3, MMIge@0(3 Joma JgMbydob dg~@gan smdmhbes. (3bo~@no, gb 8Hm3g9bo asdmosMes 
J3MM84MOMsb Ossbermggdab 909 wsdeEgasMds 439m ByC~MByMHod, dom dramab, JomMoym- 
do(3. 

Agdb dmbby69d0do d939(3@9d0, BKoMIm3o.habm sNMmaghamddl ob 8Mm(39bo0, Mmdge~a(3 
dade@nbsMgmdb msbsd9mMM39 LogmddmbaGmMmM dadm{dgw@gdsdn QmmymmMasb ~wsdmy- 
NOJdNEM|d9do, BMB{mmMobdab sbose~mo QmMAQd0b boMIMAdbobL BymMbaM, Mma gbs3 ymd- 
8MbIG®MMHO bLamybengdgmb Gmgqdb oMs dM BmmygemmMym dobomob, oMsd9@ dob 
SBMVOGyM dgbMymydoboi3. 

Bomgemas, Md bomb yma dadmdgwmgdo of BgnMsMe jd90 8MmaMgbab 8Mnb(3080m, bo- 
©d(3_ YM39C~™a dadEeEaMdO Log _byMa 4QMhM LHAMYyMe@nm@Mnd, 30EM] Bobs. BymByMHob ob- 
HmmMos sbegbb adob egdmbL&MaM dob, Mmd ba~mMM3ZbgAd0 Aye~@dn30@ WYoMybeo {ds Mogab 
39b39db, dob yd3qmgb dmg9db wo gb, aobbo3yqmMy{d0m, M3go~mbohobms 3moboby~m 39M0- 
MeJddo, sdaSmdo3 ogaby{dyeo ByMByMye GHMos@a3agdmo6 CEosdMyjbygd0, Joo dmMoab, 
AInbogomaynMasb, aobdaMmdgdyens gmba3yMma ab&mMMaymo dgbbagmMQd0m, Mmdgembec3 
dod5MM5396 sbse~mo abgdab dogdobob. 

0965d9EMM39 JMdIMBAGMMad ,CEo9dMybqZd0" bLogZymoM Bym&yModo bogds dgdm4d- 
Jjegd0M0 AgMmMeEab JmengQ039(300M: YIM ababo Gsbo3~myM og0basMeda gdagdg6 bo3gqmom 
mo3b, bmemm dgdega hb~we ds bs3omboemyM dobo~mobmsb Aydomdob Immbm3zbam|do, Mo(3 
ADB AMbL odem|ZRb oMorjemn BmobS dob GomdmAgbsb, sbsemo bo3mdImba GMM 8 46039d0b 
ashgbob. abo smdmbo3gmymn@sb smdmbo3gmyamdo wobo3mgamab ao3mam — sbaab, s@Mo3ab, 
LLM 3 Mabdydmo3qd0b ymddmbaGmMydo0b, dsm drMab JoMmsgmme JagH asb3cmamn a boo. 

dJogsmame@, a0 yobAgemo, Mmdgmna(3 8MHabyo3yemose@ BabsomImgans B|mBgemmMmMyc@mo 
dobomab AybogomyM GyJbSdo aodmygbgdo0b (mjd 30 bsbewobob donbi3 Moms &mdb od 38M0b- 
(308k), Magnum Ignotum-do dodoMnasgh &Mse@030y7m@m0 Anbogob syeoomfsbsby9Mgob wos aby 
CoNMos3gh dom bogymom dobo~mob, md ,oJdbgdo MMo CsdMy30~@gd9m0 daghamon 38mob So 
Log0@obb30 LogMm34~@ aobb’rdamg|dsdo — QmMmymmMMa Ed bLoogGmMHm Aynbogo, Mmdgema3 
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dobo~mab dbmag of 290(90339mgd0" (3eiidac2005: 412). od mm 3038Mbn(304M JMOL 9Ma- 
dobgmabasb eEodmyjza~@gdgqgemo OMSISHyMans of3gh. oy AobobgMyddo0 ob DdboMeEN wo B4y~- 
dabs(300b396 dodoMaymns, boo3gGmMm Gy dbGdo dJobo~mo obSpbbogmdob ygemgdab bodbom 
BOMSMOJSS. Bddmrmy Fbgdqemns boda ogmgbG&yMo ARobsby9Mo: bobosMdmgdab @wobsbyobdo ob- 
BabboSob BodMab babsddmgeMa Jodo Mg39%0 BsMadam jombymmdb yMs—adg6Hb domgb 
boboMgdab 80M39em0 Mo30@06 dmdob E~rgbobboymd9; IgmMHy hobsbyMa ao3qmgqd~yemn0 30- 
096 Begddo — bodo ayMmyema dgMag0(30b 0d8MMgZ0%b8(309 Sotto voce — ,@amabo" &oJLGob 
aM d9; ImogmMegjes Magnum Ignatum bog3emgbom bogommdmanm sbbsddm ,Mayabmogab" dab- 
Mymg|dnn ,6dawem MdAMaAM". 

93939 g¢Mamdo dgndmgds aobgnbammMa moGgaob bob. godgmobs es JoMomymo bod~9- 
Mab sbboddmab ,eo@amMab" gmamdenago asdmb3mes 2014 Bemab 20 bad Ggddgmb gmobam- 
358MMoab Ca b93Mb6(39M8M CWsMdsddo, Lo@s(3 SyM|M@S MoH3Z0g9m0 Bmrd3mboGmMab, 
amgdob bmdobsbGob aonb 8Goxy@mobbob (Ugis Praulins) bo606dm9d0 “tumsa gaiao”, ,6y- 
30E0SCON@S6 AsdmMb3mo”, Lo~ws(3 MoH30yM boembyM bad~rgMgdmob gMms@ asdmygjbygd~yyemn0 
¥X%30M0 Babsbo" oo ,dyAMab a0d9Mxz_qdo0" JoMmymoa bomb yMo sbboddmoab (3m3boe~o dob- 


Mayemgd000. 


sdLogmam dybags” 

OM] HMse@a300bo Es dmegmbab, badgqgmoabes ws moebsdIjgeMmggmdab bobmgbo ,,dbg- 
mam Aynbogoda" FmAMEMMYAMsO Lbg0@obb30 Lobyobob oMbgdmd0b9 dgGy3gemgob. 4y80M39- 
m9b ym3emobo, gb omab gmbbyM308o0ye0 boebyobo, MmdAgma’3 boMby~mabyg6 oMoab Jodom- 
oyemo, dobosb d9d330@M \MdNMO Bo3dOMab aAsdodmagMgdgmns Es bLobyobo, MmIdgemn(3 
MobsdIGEMMIgMdsd 99 MMAG_OGHaMydyem0; 9dazoMo@, JIbab sboe~ MaM|d4yMgdg9db Babs Mom- 
dob BqmByqaym-abG®mMaymo aodm3e@amgdnab bos~@oab9. qbe@o smobadbmb, HMoe@ai30yjm 
ZIMBQMb 7 OoyydbygdomM ,JbMeRmom Aybago" oss L630 boembgdob 34m SByMgdabmgab, 
MHamsy3 0fdbgd9 Cns~mman dsm MoM|dye~mgd9db, HMoe@0(309db ImMob (Feld, 2000: 148). 

59339M 8MM3gbb boMdmanw@agbm mdo~moabab 2014 berab gxobagbGogomab Romamye- 
do E930eE Boygobbgob, aamMan dogedob wo ,dobosbab" gxgdbgadgbab Joasomamdg, bows3 
Mosbemmggdab Logyd3qmb Jomaymo bomb yma Anbogabs wo Yobab 0d38HMgndo(30yCMMdo 
qdbob. 90039 gHamda dgadmgds aobgnba~@mam sbbodd~ ,,dobob" xob-ymm3-MmMy3 Iqbogab 
36(39M8)9dO97 BoMIMeEagbam@mo bomb AM Aybogab dadbMymydemgd0 (ImdmgMeEmgd0 @o ab- 
b&Gd968 9009 IgdLMyemg_de~mgd0) (O~WOMISA. 2). 

2d39@mabLs" Eo ,o6e~mob" bLobg9'b0 Mmao~myMa wo HMoe@ai304~@m0 ImeEgmydob aodgmmy- 
dob bo(33emoe@ aymobbdmdb obo~mo AyboagomyMho LGom yma 8odMne@ dob dg4dbob, MmMIge~a(3 
asbbL63939d4™ OwM_OHmdob gdyoM|ds. s~bodbyem dgqdmb3939dd0 BEZ9Ma HMo@a30y~mbo 
Ms Mobsdj@MMIZgb dmMoab di3aMeJQd0, M9(3_ ,ALMaAmm Aybagab" asbbamsoabeb gMm-gMmM 
d60d369mmM306 Logambb Bomdmowmagbb. w@obo3gmyAM 89Ms@nQdgdMob dom swMosdHo30b 30 
QMMIQd0L BndMn@OdS305LM56 JoZy939MO. Sd0GMd BmangMa 433e~g39Mb (Cornel&Gibson, 
2004: 344) dosibos, md @obo3myAMo dybogob obsomn dodewnbsMyamds, Mmdgmbes3 ,dbog- 
mam Aybago" g6meogdo, axqmoabbdmab g49bL&g{Mbobs300b LGobwosM Sg dob ~Wo(330b, Mo(3 ~om- 
B2emgMo, HMoeooi304y@mo0 AygbogomyMoa L&omob aofMmodob aobosoMmd gdb. aobbb63039d~m0 
IgQbogogMo FYMBJMgdob cooemmaob Jgeqgoe FMoQogogao IgbogomyMo ggwgyme 
mb65d9eEMM39 dbagQmdbje@3qmmdnb sMgemdo b3~@gGd0. dgbodsdobse@, ,dboRmom dAybo- 
go" Agademgdo aobgnbo~mMmM, MmamM3 aobbb3g039dqem AgbagomyAM ByMBYyMoms gMmosbo 
Lob®gdo. 
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ammdomoabdo300b 8MMZgbb dogys39MM QMansba HMosbb3yymByoyomo bogm3o0b do- 
Jdbsdeo9, Low@o(3 MobsoMbydmdb BymByMob Lbge@obb3o dmg bs. mobsdgmmm39 98034 
aeabeogjds baggMbomobdos3nnbs Go MMyBomobs300b, ae~mmdomonds300bs Ed M3NMN~@Ib- 
GHog039(300b MmobssMbygdmds (Erlmann, 1998 :12-21). 9b aoMgdmgds joMaoe@ bbb6ob ag~mm- 
gomods300b (Gmmsbeo MmdgMBbbo) aBg6mdg6b, GmIgema’3 HQaombsemyMo 639309030 
asdmb3gymo acmmdoemnds300b ms6d93 (33mamM|doMe JMaMdmoamdsb sboboomgdb, Mm- 
ammM3 gymGyqmob mmo bodomMabsoMm 8 gbeg6300b sbagogo(300b aobbogymmMydoyenn dom3- 
go. bsembyma AnbozomyAMa ByMByQMab HMobbemMds300b smbo deamdoMgmdb ododo, 
Md dob ofgb somo o~@odGo(309 Amsbenbmb dq(33m0~m (3bmMaMgdnbgy~@ Myommngdm06b. 

bodoMmggcmmb dogsmamdg wsyMeEbmdam Jgadmgds and30b, md XX boygbob deqbo- 
goemgMo gym&ygmob g3memy300bs Es Eabsdozob 8Mm3g9bdo Hb~ gd sbo~mo BxymByMyemo 
8OMSANWS', BobH,OMMdgd4yEM0 A~Mmdoen>ds300b 78mMJob BmbHodbGom, Mmdgea(3 GMowo- 
Boye AnbozomyAMa BqMBAMab ses3Ho300b dg~m@gao~@ babs gdm aboae6 aobbb30396%- 
(MSO 29090M)d0. 

JAMO 30 aobom3omabbabygdgmos, Mmd Gj~Ed980 Hmm|MobGmdo, 9c0dGo(309-8Msbb- 
BMMAd(308, NJ GHmdab OogoMagzob Hrmmobos. ®mmM|MsbSmdo 30, (omMdabomg3ab, bodge- 
0(306M &gMdabos, Gobgbbgd0 HMosbbs6G&mmmann@sb wo bodbsgb mMasboddob qnboMmdob 
asbobbgo3mb (36m MMasbemgdo. LMmY~n HmmgMosbGmdo — gb bog3e@omno. 
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THE ADAPTATION OF TRADITIONAL MUSICAL CULTURE UNDER THE 
CONDITIONS OF GLOBALIZATION 


Introduction 

The modern musical culture is a result of the synthesis of various streams, systems of thought, 
world outlooks. Globalization plays an important role in its spread and development. 

The process of globalization is characterized by controversies: total universalization of the 
forms of culture, erase of the unique and specific features and ethnic renascence, and focusing 
attention to the traditional cultures as a reaction to this process. The traditional musical culture 
represents under these conditions a unique means for intercultural communication, which is not 
limited by the boundaries of the verbal language and provides the dialogue between the position of 
universalization of and the position of preservation of the uniqueness of local cultures. 

In the modern culture it is important to find out, what is the influence of globalization on the 
sphere of culture, and whether its impacts are destructive for the national cultural self-sufficiency 
and values or not. Doesn't the modern life represent a guarantee of disappearance of cultural pat- 
terns, and do not the attempts of revival of the folk art make a utopia? 

The aim of the report is to reveal peculiarities of the functioning of traditional musical culture 
as well as its adaptational potentials under the conditions of globalization. 


The state of the traditional musical culture in the modern epoch and its relationships 
with the mass and elite cultures 

Folklore is a complex system which provides for the ability of a society to elaborate certain 
mechanisms of adaptation and assists it to react on the constantly changing environmental reality 
(of natural, social, economic, informative, etc. forms). That's why we cannot view it as a relict 
which retains its conservative nature even in the modern times. The 20th century gives us a unique 
opportunity to analyze those changes with have appeared in the traditional musical culture; changes 
of social and political paradigms have surely been reflected on this process, but, at the same time, 
they have activated its adaptation abilities. 

The folk musical art is constantly renewable and is submitted to changes in time, conditioned 
by the process of performing improvisation, through which no fixed models can remain unchanged. 
That musical culture which is traditionally associated with the peasant life, is substituted by the 
modern folk musical culture, which 1s based both upon the folk traditions and upon the new realities 
of the epoch. If the traditional culture of the previous epochs was characterized by syncreticity, tight 
links between the rites and habits, economy and environment of everyday life, and if in the process 
of performance there were included all the participants, today the folk musical culture is mainly 
divided as performers and listeners. The process of performance itself is no more linked with a 
concrete rite or habit, calendar celebration or process of work. Anonymity of the authors of ancient 
musical pieces is preserved, but the most part of the modern songs which went folk style, have 
authors. This is especially true for the Georgian town music, e.g., "Suliko," "Qvavilebis kveqana" 
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("Country of flowers"), etc. (Kavtaradze, 2012:415). 

In the last decades there is manifested the process of considerable limitation of the natural 
social environment of traditional musical culture in the regions. The oral tradition of passing of the 
performing repertoire from generation to generation was substituted first by the written, and then 
by the audio and video-recording methods. 

The number of singers and performers of the senior generation was naturally diminished; the 
old folk musical instruments have practically fallen out of use in the real live environment. Gradual- 
ly, the functional and syncretic contents of the folk music was transformed, too, in its relationships 
with the genres of the modern music (pop, jazz, bards' art, musical arts of other peoples), which has 
caused the nascence of the phenomenon of post-folklore (Neklyudov, 1995: 2-4). 

While discussing the folk musical culture under the conditions of globalization, there must 
be also considered its relationship with mass culture and high culture (i.e. that of the "elite"). The 
traditional culture is characterized by a collective form of creativity, and the high culture, by an 
individual one. The traditional culture relies upon the mechanisms of the conservation of informa- 
tion, and the high academic culture, relies upon the mechanisms of nascence of a new idea. What 
about the mass musical culture, the priority belongs to the mechanism of preservation of the social 
structures. At the same time, orientation of the traditional culture on conservation, and of the high 
culture on innovation and renewal, gives birth to evident distinctions between them, whereas, under 
the conditions of the mass culture, which represent a certain mediator, high and folk cultures find 
the tangent points (Kostina, 2008: 331). 

For a society of the traditional ethnic type, it is still characteristic to identify itself with a social 
group, the members of which are interconnected with cultural and social relationships. Also, in the 
space of the traditional culture all the phenomena appear as authentic, despite its "mass" character 
and total lack of individual authorship and original source. This feature of the spread of artifacts and 
cultural values draws the traditional culture nearer to mass-culture. Yet, mass-culture, as a product 
of industrialization and a globalized world, is characterized by the intensification of the processes 
of mass-spread, marginalization, migration and decadence of such means of culture translation as 
traditions. 

Links of various national cultures, dialogue of musical systems, assimilation of various styles, 
genres, directions (namely, blends of the academic music with folklore, jazz, rock, etc.) — all of 
these are characterizing for the mass pop music (Grossberg, 1997). 


Where does the boundary pass? 

One of the problems characteristic for the dialogue of culture is the problem of migration, 
when during the dialogue of cultures the folk song goes beyond the borders of another culture and 
becomes "the property of others." At the same time, lyrics (words) can be changed (e.g., the spread 
of Italian songs and romances and their folklorization in Georgia (audio ex. 1). Such "loans" can 
be discussed as one of the forms of the dialogue of cultures, which is a result of the process of ad- 
aptation. Establishment of the national identity and, at the same time, appropriation of the "other's" 
experience, has been a complex and dramatic route for the history of art. A phenomenon of "bound- 
ary" has a principal importance in this process. D. Likhachov (who, at one hand, suggests us a 
creative dialogue, and, on the other hand, non-acceptance of "others"), when discussing the double 
nature of a boundary underlines that the self-consciousness is formed at the boundary of cultures 
("CaMOCO3HaHHe BOCIUTbIBAaeTCA Ha IpaHuiax KyIbTyp» — "self-conscience is being formed at the 
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boundaries of cultures"). The boundary, both as a consolidator and divisor, 1s a powerful mechanism 
to reveal the ethno-cultural self-sufficiency of art. At the same time, it is included in the process of 
general cultural development (Likhachev, 2016:47). 

In this context of the modern music, the musical intonation thinking, which changes according 
to new cultural dominants, represents one of the most important issues. The closer to each other 
stand the subjects included into the process of collaboration with musical thinking principles, the 
more organic is the result. 


Relationship with academic music; folklorism of a new type 

In 19th-20th centuries there has begun the process of approximation with the European mu- 
sical culture, as a result of which there appeared the phenomenon of the composing art of the Eu- 
ropean type and, accordingly, everything that is associated with it: laws of the European musical 
composition, its genres, forms, and, respectively, the symbiosis which resulted from such a fusion. 
It is obvious that to this process there were submitted all the cultures thriving for Euro-approxima- 
tion, amongst them, the Georgian culture, too. 

I will try to show forth the process of relationship which occurs in the modern composing art 
in connection with the folklore, not only in view of nascence of the novel forms of folklorism, when 
the composer leaves intact the folkloric materials, but also in view of the authentic performing 
practice, too. 

It is evident that the folk art does not develop by the principle of progress, where all the 
following steps are more perfect than the previous ones. The history of culture demonstrates that 
the art constantly returns to its roots, its most ancient layers and this is especially comprehensive 
in critical periods. That's why, this return to the well forgotten cultural traditions, including the 
musical ones, is conditioned by the ethnical historical memory, which is applied during the quest 
of new ways. 

The "return" of the modern composers to their own culture occurs via modification of the cre- 
ative method: they first seek themselves in the western Avant-guard, then they feel the demand to 
work with the national materials, which gives them an impulse to bring forth the archaic layers and 
give birth to new composing techniques. The road from the East to the East via the West is the road 
passed by many composers of Asia, Africa, and those of the USSR republics, including Georgia. 

For instance, let's take Gia Kancheli, who is principally against the use of folklore materials 
in a musical text (though, sometimes he still betrays this principle). He applies to the audio-records 
of the traditional music in his Magnum Ignotum and appends them to his own materials in such a 
manner that there is "created two independent sound layers in different spatial dimensions: folklore 
and authorship music, which do not intersect in terms of materials (Zeifas, 2005: 412). These two 
compositional layers have dramaturgies independent from each other. If in the records it 1s crescent 
and oriented towards culmination, in the authorship text the materials develop under the sign of 
diminution of intensiveness. There are used three authentic records: in the beginning of the opus, 
father Revaz, leader of Anchiskhati temple reads singingly a fragment from the Ist chapter of 
Matthew's gospel at the celebration of Christmas; the second records 1s made in 30s and represents 
an improvisation of three Gurian old men sotto voce without text; and it ends with the ecclesiastic 
chant of Magnum Ignatum performed by the ensemble Rusitavi, "Tsmindao ghmerto" (meaning 
"Oh holy God" in Georgian). 
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Through the same section there can be viewed the joint appearance of the Lithuanian 
State Cappella and the Ensemble of Georgian Song "Didgori" in the Great Hall of Tbilisi State 
Conservatoire on 20th September 2014. There have been resounded the opus "Tumsa gaiao" 
("Deliverance from the obscurity") by a 2013 Grammy nominee Ugis Praulins, where together with 
Latvian folk songs there is used the songs "Jvari tsinasa" ("Cross of the Foreman" in Georgian) and 
"Burtis gamarjveba" ("Victory of the Ball" in Georgian) in the live performance by a Georgian folk 
ensemble. 


“The world music” 

Today, the synthesis of tradition and modern, antiquity and modernity points to the presence of 
several origins or elements simultaneously in the "global music." Above all, this is a conservative 
origin which is directed towards the past, amplifies the hereditary connection with it; then, it is the 
origin which is oriented towards the present; thus, it makes new values based on the cultural and 
historical experience of the previous generation. It must be remarked here that based on the tradi- 
tional cultures, the "global music" is open for the cultures of other peoples, which makes a dialogue 
available between their values and traditions (Feld: 2000: 148). 

Such a process can be presented on the example of jam session of David Fiuzhinski, Giorgi 
Mikadze and "Basiani" within the framework of Tbilisi 2014 Jazz Festival. There the basis for 
approximation was made by the improvisation abilities of Georgian folk music and jazz. Through 
the same section there can be discussed the performers of the folk music presented at the concerts 
of jazz-folk-rock music of the ensemble "Shin" (singers and instrumental players) (audio ex. 2). 

Instead of repetition of the local and traditional models, the synthesis of the "old" and "new" 
implies to create new musical stylish hybrids, which are based on a different identity. In mentioned 
cases the limit between the traditional and the modern is being diminished, which represents one 
of the important issues while discussing the "global music." Their adaptation with the western 
paradigms leads us to hybridization of forms. That's why some of the researchers (Cornel& Gibson, 
2004: 344) believe that the novel stream of the Western music, which is termed "global music," 
implies abiding by the standards of westernization, which shall cause disappearance of local, tradi- 
tional music styles. Due to the dialogue of different musical cultures, the traditional musical culture 
enters the area of the modern world outlook. Thus, the "global music" can be viewed as a united 
system of various musical cultures. 


Conclusion 

The process of globalization leads us to the creation of a united transcultural space, where 
various phenomena of culture coexist. At the modern step, there are revealed coexistences of un1- 
versalization and localization, globalization and self-identification (Erlmann, 1998: 12-21). These 
circumstances explain well the phenomenon of glocalization (Roland Robertson), which character- 
izes the unity of the changes concomitant to globalization as a special marker of unification of two 
opposite tendencies of culture. The essence of transformation of the folk musical culture 1s the fact 
that it has the ability to adapt to the altered life realities. 

Based on the example of Georgia, there can be asserted that in the dynamic process of evolu- 
tion of the musical culture of the 20th century, there appears a new cultural "pyramid," conditioned 
by the context of globalization of the epoch, which, due to the adaptation of traditional musical 
culture, can be rethought differently from the previous epoch. 
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One idea must surely be taken into account that excessive tolerance, adaptation and transfor- 
mation can be equal to losing of the identity. Tolerance, by the way, is a medical term, borrowed 
from transplantology and signifies inability of the organism to discern alien organs. Complete tol- 
erance means death. 
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JIAMLINE BOIILN 
(CNLN 660656900) 


IMIGINS6INSEMSO, IIDGGNQMIMSS Vo ILSMoNN So63NDOMISO 


Bobsd@jd0M 7 «= L&oGoedo = mogdmyMamns = Aybogob asbebe@mgdob (music revival), 
SMddoG yMosemyMo AybagomyMHa dgd330EM {Mdabs os Agbagabs ~o Jeamo~emdnb dobob9d 
ma MsGyModo oMbydyemo ogdgd0 wo bogombgdo'. Agda dmbobM94960 SmangMa bo3ambo9 
gdyoM d9 bLoJoMaggemda 3mgzom Ma 8mmagmbooab bamdgbymdabs wo gobgameM|da0b 
8AM 396909 (5330M39d0b; sdobmob, aobgnbams3 Jomaymo ws ymMbo3y~@mo do~wamdgdab 
asbbb3z039dqemmodob; gmMba34y~@ Aybogzob asbbo3gyqmMydom ab&gbboayMoe@ 3033~93~@0 1993- 
2007 66. Agdo 33m g30b dobsbb Bomdmo@magbb, dg~@omadam dgnmeby woyMebmdnm, Bobs 
8969 Bodm3zbam aosbbobam3qmna bogambgdob bowab3gybam ob894&d0 wo oMs dommeb 
05353dOM {dyn ADs 8oby6gd0. 

B9db 3m Gbo3y@~ «3393500 aobsbergdob (riacquistu) 3esbo3y%0 ®ods0b bobsd9q 
SPdm3hbeon. bamobomoa smgabgdob 8Mm3gbo, Hmdgma3 aobbo3zyQmMgdye0 bLaddemo3gham 
dade@nbomyamd~@s 1970-096 emaddo, dga3o3@0 0d = mgabgd9db, Mmdgma3  modome 
mogobab&mbds dmagnsbgd0m = gyMbom ygmbmdybogmemegoo0b b&oSoodo (Livingston, 
1999) d_d~ jabsaMo~w Aodmoysemnds: IMsz9GHo0 ZoGHomobsGHoMo, MGognboemyMa yom, 
NDIMEMMans wo ILeyxjemmds, dadeg3oMme mgda, MMasbobgdyemn o4803Md9 Es bge~mdgdbymdo 
abeyb&Mogd0. 3mMbo3ye@mo ,asbbegdo" (riacquistu) Agdo@EMHmM@ oyr Cs393d0% Jdyero 
JAmZb4yem Imem®agobs wo Lo@Mobagmamsb dadenbsMy) wosdodymmdsbasb wo oGoMyd@o 
9M339M MIMbBA(3OMb|_MY~D boboomb, Mmdgema’(3 CMagnbabSmbds asbbobm3mMs, Mmamm(3 
mgabgd9, Mmdgema3, 06939, sboboomgdb Logos@obb30 Hoadab sommMdabgdob. od 3mb3MyGyeo 
d99mb63930d0, s@mmMdabyds, Mmdmoabagabs3 aobobemgdab bozow~a dImage3gh ome domBnr 
AInbogomynm Jgd330@M |Mdob, sMsdg9@ BmMbazy~~@ gbobo3, sMogMobayy~mn aow@gb&mdob 
dyoM dgaMdbgdobs wo HMos@azayem gQobgmmdgab. ymMbaggmo ,,Ho30030mab& gdabm30b" 
bsMbye~ma oMob oMs doMBM GysMm oymgoGymMo BymBqmymo dobooobmgob, oMsd9gc 
(36m3MgQd0b 4QMM syM_bH_Mo L&ama3, Mmdgma(3 Jom bLoghnm 430 M3096 
Mobsdg{dsdyemggdm0b 938MMdsd0(3 Cs AMeEa~MM|M sdgMn39d0(3. 

2007 Bgemb, Mm(39 YyVbayqM Ba~o Cs JZ JgMaMdmnzZ0@ 3ZdIQdomd~@nm 8M™Mg948 09, 
MAMIAMIS obobgo 88m89 MfbammMenb dnbozob go6sbe dob bobyemddem356gcomdo (Juniper 
Hill anc Cariline Bithell, 2014), emm 339 Imdbag _dqemo ayM adabagab, Mmd sbemgdyMow 
BsazgooMygd0bs MmammM3 aobobegadab B3eg30b obo~ma M|AMMay~Ma Do~wamdgden, obg 
3533930MOMJad065 Jobo aqmaMsgQay~@o sHgo~mo. Bodmon Goobds (Rice, 2001), Mmdgca 3 
Agbogzab Ag®GoQmMob (Igbogs, MmamGHy b9emm3Z6g9d0, IAmbdsM dob bLsasbo, aoMmmes, 
Lmgnoemfoa 4(3939, gIMZ0qMHO asdmMbsG30 Co Loddmemmydoab 499(339@0) 8mdmMgd9009 
Indomdb, agndodas odob396, Mmd dbasgbo@ aoaggodMgdnbs gaobobemgadab 3m6(3993(300. 
dob 89MamgmyMos@, aobobemgdob dgGoQmMo, MmamM3 bLr3nsm AM AmdMHomds (s(3 
magabab&mbaeb wmdabsb&yM dmegmoe@ omoab Bsmdme@agboen), A396 dog® asbboam@myemno, 
AmMamMH3 BymBqnmob dagbam sMbydyemn CwsdsG damn HMAModoyema 06 Mogab aoswomMAgboab 


1 mgdob BmangMan 9b39480 4RMM LoeMIdobgymoe@ oMob aobbo~my~mo bsdMmddo Folklore in a World in 
Transition: Intangible Cultural Heritage in Georgia (Caucasus)", Bithell , 2017. dbsmeoggmobom3ab wow doecmm- 
dob 347b~en SMaGobgmoab sgo~gdoobs wos M|ZIMSymMIgL Qmbeb, MmMdGmmMs CWobdsMgd0M bLodyoemgds dmIdg(30 
sbsmn 3307930 hodgGoMgd0bo bofoMa3gemmdo 2015 Bgemb. 
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“boMo, MMIgma’3, Mmamm3 Bgbo, mogb ogemgbb mdob 06 dybgdMnZ0 BJoGo3mo0bdgEd0b 
999Q9q_ ES HoMAMoeEgghb ggmBgmgmo goRobbomgdob BoJGb, Mog bgggergemog, 
mb beg3b gmembaymn q~mmon@sb aomogabygmgdob. bb630 896 96(30960, Mmdemydn(3 
a56930MMd9d96 MobsdgmMM3Z9 aobobergdob 8MHer3gbg9db, obg39, ~wdbadgbgemagobgboo. 
A3g60  agGmMygd0b  aoMg33g4~m0 =boboma = aosbo3yMMg{doy~m =yQMo~@~m|dsb sdob3g0m~m gdb 
d9d330@M gMd0b obeybL&Moob BMesb9, MIEILIML oMosdoGgmMomyMa 34m 8yMymo 
J90330EM {Mdaob ws(330b BMMaModgdob aogema9bobs Ws sEZamMmMdMag0 FHMoe@n(300@0b 
ILogcmam dgd330EM \Md0b LoasbdyMdo aoswobo(33mgd0b Mmobdbergd 8Mm39b%9. bb63qd0 
ILxgemMM4g6 (30QMYE GH JoOmemmangdab ashgamoMygdobse Es Mbe~msnb 3Mdybn 39/3099 Co 09 
sb9em dgbsdemgdemmd9d0g, MMIAAMM(3 B3-EMds 94am MmamM3 doGHgMosemyM MabLyMbgd09, 
aby Lorgasmym dbgemgob9. aoM33g9yemdo Hoba~@mdo s~dmohiabs, Hmd asbobemgdob 8Mm3gbob 
Imbsbaemgbo 9.6. oGbonw@gMgd0(3 Dgndmgds aobebyb. y3qmo od Gyb@gb(300b 3b63e@ 960m 
boJoMmggcmmday. @o dsmemb, fA3gg96 aogoobomodqm BImbG-gobsbemgdob 9880/3: obdob 
goMb639 — Ms beEgds smmMdabgdob dadega? sobyboe wognbsbgm, MHmd 8mMb8-aobsbem|dab 
RBOKSdO ZGHomodoHmMoab gQy7bJ(309b MMagabsmo sbhMymgdoo. 

2015 Bemab dgdmeamdedy, mdamabdo (36m3Mgd0b 8g9mMamedo, 99 Mg0~mb 3009369de0 
Msdeogbady JocmodyyMHo sbboddmab of Gogmodob. gqbb6Mgdmeon M3898 0(309dbo wo 3mb6(39MGB ob 
(qggybob dJobdGodom aodoMmyAma agb&og30emgd0b Bom3emnom), BL GydMMde@o0 Jomo 
RA7BjObs wo do3d3g9d0b dAqi3o~@abgmdgdb, Mmdemgdbo3 sbbsdd~moab bLb6go@obb30 693m0 
SGHoMIdOS, 363E9dMEON IDmdIM|_MeEngdb sMog{mMdsmM AM 3ZnMoMgQd9dGo0 (3099, gb 860) 
©ds dbmaggh Mb Z06~meo0 dom ImabsyMmdnb EMMb. gb Cwsdg_bdoMS, 439M |303(36mMdme0 
sbboddmydab (3bm3gMgdob wos dagbo~wsb wsdgbsbs ymbSoJbHo0, my Mob bodbs3b aym sbgmo 
sbboddmoab 693M0. dom Boman asbos, Gmd 3mbi3qMBab AoGoMgads, qdmMogemabmdabagob, 
oMab oms doM&m dobsbo, sModg~@ gMm-gMmn Y39mob] Dbod3bg~mg0b0 o4Gagmoo. 
sbboddmmse qdMogemgbodob B8yo3b 693M Q60, Mmd~m|d0(3. Ad~~MMd96 Mda~mabab Lbge@obb30 
Jgeagbosdo @s dom 89899596 30eq(3 JommodasMgm asdomaym bLbgzs@obb630 embabdagdsdo 
Loaommdme. fAgda 33mg30b 89Mamedn, dbmangMan Jomasba Imbsba~M|mMde@s jmbRx9M96(300b 
IMAG go0b aoMamdsdo, agabab ogaynbGocgoab 8Mmr3gbbo wo Qa~doabmg3ob Aybogob 
RobgModo. Boxe gdse@ B|mMdo~myMa oym badegmhse Mgb&mMbgddo, LomyYsbm d_39d9009, 
ggeagbogobs ws dImbsb&Mgddo. bsbg3Moe@-saMoe@0 Loa®yo(30gd0 9M HoMImos@agbb sbbodde@mob 
Lbodmase@mygdMaga adagob bsbomb, doamsd Lommag@ gb bLo®yo3nc0 ~ydbad3bgemmgobgbo 
abeoa3gyjeomomyMmo bagM Gd0b IAmMBoga30nbs ~@os adabmgab, Mobs3 Dsmmgab gMmoe@ 
Lodmgmes bodbogb. ym3qemeomanm Jomoym (36m3Mgd0do0, gb, 96939, Joagobodbgdb dybo3ob 
B9Mgd0b 69398 86m(39bb9. s@amy|ab gayqgRab B93gM9db 9G 30(39ce Lbsdm, md (goamMao 
bby bood30moab body3960) bomb yma Ladeagmse qbeo LmAymeajdmegh .y3g9emo LoS 7030900, 
bLo@o(3 dga3gadmns mogob asdmbsG30, godmdo, 80M 3da — bo@o3 b3~@gd0M s~@odosbydb — 
gb badegmse of oMab domemme M9898 (300bm3g0b wo boygmbi3q9MBm wWoMdsdgdoabagab. gb 
(36mgM9d0b L&om@nos* (066 9%30%4, 2015). DmangMcnn sbbodd~mob wnM)JGmMo LoydMHmdws, 
Mmd sbboddm@moab ba3gMmds oMoab oMs JoMGB~ bance yMo yom, sModge@ Bbodmemanymo 
boma909em0(3 daba mammyayjemo ba3gMabagab ws, aoM33g9yembomoe, gb 0b39480(3 Aobsd0MMd9db 
dom M98g{MByQomob sMAggobbo:3. 

gb of bodbs3b, Mmd bo3mbi39MGB~r b3969d EozoMas o3 HMMS Ho. 30093 3yWRMmM 
Loob &gMgbms, md aoodoMe@s Lobgemdbagm shboddemydob Ma(3630. 93 ob oMob aobo330Mo, 
Mod dom H07363b 6memmb dgdoG demo dobo0bo Ed dozZbodo@ Ly~m YQRMM wyobomm3~@gdnsb 
9:6 sgo@gdaym bLodgdbmym dem bL&omb. MmammMm3 sHmeagbombsemgdo, bobgemdbogm 
sbbsddmyd0 foMayma 3ymMBjmhob gemfhab gybdi3ncb sbMymg|dg96 bLogMmedmmoabm 
ob80Mmgbbg. LobogoMasM gm aosbHMmempdobsb dom wmMonghmamds wba3gnM Mmamm(3 
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bsembyMmo dybogab dmy3{goMy~@m oy~oaFMMoaosbmob, aby 3emobo3yMa dybagob dbdgbgemmoboi3. 
3d mgomMbodmabam, jmobo3zy4Masb woobermydob Hj6e 96309 0M oMab of 3 aobo330M0 ~@o 
93 Joogn~@m. sdobmob, gb smMab HMose@agoqjemo badegMabs wo (393306 303M(39e~mgd0b 9Mam- 
JM QmMds. 9d GHadob ,gMmeyGab" ghngGago domosb aosbbb303~0 960 dangdobomgab 
Oddobsbosmgdgemoa YRMMr boGyMomabGyMoa boMIMEggby7d0bae6, AHmdgQmn(3 Imoambygdyjemno 
anan aoMeoysbodab gmbmdabogab mge8Moab awgam wos, ob939, mo30 ohabs Lomobomb dagm 
VII bod3mba490%9 0036069d0b dgobmymgdodo es AgbaZomMYAM-qmbmaMogmaym b3gqGo3mdo 
romamabmggmo” (bg9emddeogsbgemn bobo 3m80e~g0d30e~0) dsmemboabyma = dmdmgmemgdob 
Imbsba~mgmdom. od Dsasmamgdda bLodmegmMs wo (3993 BoMdIme@agbama oym, Mmamm(3 
bLoagmab (36m3Mmgdnb bobaemo @o sbobs3@o bsd~gz0~@ (36mM3gMgdabgye~ dmdg68 db (Wsd9~@9d0, 
droMboemo, 95M@E(339M]dd), BoIMbsGBs3e@95 dDomasb gsdmb3qyem gdmygagdb. sweo®mMoob 
dodo@30b bbgs abo soMfos sbboddmds 4396934%950, GmIAgE@bs3 (MmamGHy aomMan 
Lobmgos s@mbyHb) ,bymb oyqwmo®mMns CoMdmeagbob Goboms@ sfiamb. A396 37393393 
dsmms6 9Mmse@, 39dS6b0omM L3gbo~@sb ES AMEyEMeE JdM JZIMAZNIMMe@b|b" (nb&aM30%, 
2015). 

DgbMyemgdob 0d aobbb303 964mm gbag8ogzabs wo Ryb4(300b asbboe~mgabob, yynmo~mgdob 
damds of bes woa3gMAgb ab dbodzbgemgo0ba aobbb303960, Mmdgema(3 oMbygdmdb, gma 
dbMng, Aybogob, MmMamMs AybLoZomyAM CEQ@oJomodbs os Aynbogeb, HmamMs ber3ns~myMH 
MIws Jomo lb drMab, IqgmMy dbMng; 96939, Oe aob3obb303mm ab, Mobs(3 Mmdob GyMobm 
(2008) sEmegdb 3H dg6Gs30 Em JgbMymgdob* wos ,ImMbsSbomymdMng AgbMymydob“ 
Md asbbb3039d0b badsbo bes wWogb3om bLi3gbob ba~mgbgdobo wo (3m(3bo~m BHMo@a30ob 
ImMab. bobgemdbag}m sbbsddmydab bob3g6m 3mbi3q9MGQd0 yam bow GomIms~@agby6 
BgyMBQMyeo godoSomob (Sgb4yMbyd0b) Jobaag{bGo(300b Es 8H BIO Go (304m JgbMyemgdob: 
dobdo Aybogo Ed (39339 Baybd(i3ambaM|db, Mmamm3 bam~mMBZbgGd0 Wo aoMamds, mMMHn3q9 
LH {MeO {d9 30M8QmMd gd0b JogM, 0d sqrea®\mMoabagob, Amdeoab goba34Ma Imbsba~mgmds 
domme sdmmeabdg6S dM aodmabsGjdo0. odob aoMea@s, Bmanghma osbbodd~@mo bob 
ab30db dgqbagab bo gnsmym qsomoGgbmdoob: bygbobg dgbMmymadabsb, abobo (3@ocmmdg6 
sqoa®mMoaab hoMageb, Joma Mmmob aosodGoyMydob wo ofgm bLyMgamn, C~o(3306 ob 
bo3M(39, bows Agbogob doydemns dgsbMymmb brynsm yma 4i3ggabs wo gde30%Mo 
asdMbsG3Z0b yyb4(300. 

syMJOGNMmdob dgbobg9d yomb3s9d0 3093 yWRBMM Moym dobsombb adgbb, dom 
VOIBQL, My A396 Z:9E09MJdm aosbbbgogqdob od mM Godsob Agbogob ,3qmgdob" (music 
making) dmmob (domo qyHinngMimasdmdmaybomdob 9MMaZ5M0 CoM|doM, Jom AAG gb, md 
393M0 Msd AgILMAM|dEmab sMAg3Z06b 0 059M 30@E9dje~0). SqnJOHyMmdob AggRob dob 
JAoemmbyHa 3MaG MayIgd0 bdoMse@ osmdm3gbgdyQemns ogGmMnGGHxymo dgbMyjemgdab, 
AL®MMay~@mo hobsbyMgd0b 6 ,boygqmgbme" dohbgye0 doasomamgdnb booyd39mb9, by 
0d Robgmmdgdnbs Eo dabg~m@mNmg|dgdoobaeb, Mmdmy|dai3, Mrmamm™3 Bgbo, beydog4G4yMoo. 
Lod@gmobs 06 bb30 bodgdbmymgd6~mm dobomab, Mmamm3 obgmab, doMo~@aym@mmdob gb 
bsdasbds, 9(3903939db d4969dH03 |9M IML dobo 8HmeEydBobsao6 (Logymob Rom3ge@om, 
MmMdgma3 dobbg —-QRQMAM — Lacge3bemobyboMosb dagqgmygdb 6sMdm4d6ob). 030 WR 
8HMO Ahoy MMHagbBoMgdym  BsMHaZa~M|anMg{dym  BMaSgMoNI_dL gbodgdo, 30@M]q 
BMG Maxndgd0b L630 Moab, Mmdgmms bodyomydam(3 ogobgdg6 symgbGyMmmdob — 
dJoasmmams@, b~n30b ) MMaQZbHaMgdyYemn 906 8AM 3Zgbbg-MMng__GaMydyemo 3Ma8 ]MoyIJO 
(ob. Hill and Bithell, 2014) — ws  BoMsG brdob sbogqd96 yQRMGrm AnbozomyM GoJbAbo 
@o JLmrgomb, 3ne@M] se@odosbab RofHmMbo Eo. LaynmyAM BmMbS LHL. gmb3MgGxyemo 
RobsbgMgdob gobgyemmdob weoswagbs, MmMIgmmMs(:3 dgdw@amd aobabae@Ms396 jobmbo34Mo@, 
96939, IgGy3g9emgob IAyedagmdab d3@oM 39.96(3-909; 3R0J4|Mmd, NAgYM—rdgbo afbgdme@o Jomo 
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(32039, 39Md~M AMag~ymo@ aobbomgse, Ms(3 IMa3(39d@o IMs530~™mRg_MM3560, CobsdayMHo 
AIqbogomaynmo  dsgobogob mogabgdqM bLymomb. aobbo3yqmMgdom 8MmdmadoGyMoo, 
O30 BMMEONIGHOIZ-MMa_ZbGaMg{dyVema Qh BHaG® Moydo ao~wsGobamos RBmMdsemMHo 6 
8AM gboyQema bodgdIbMymygde~mm 8M548o030@S6 Yym3qmemayM ob Imy30My~m aoMgdmdo. 
dba(30MJd9  dabsyM BaMmMdgddo Lbges@obb30 3ma®gMaydam sMob aosbsoMmdgeyemo, 
dom dmmMab, L38mbSs6yHmdnm; sdobmeb, aormg3omoabbobyd9m swmanmmdmag bo®o3osdo 
dob, ym3gm 3mbgMgG ym dgdmb3q30dG0, dgodm do wogomMeagh os~@sdhaMgdo. ob939, 
WOES agob3gobb3;03maM Mmamm3 LobmaseEmg|dMngo ws BoMsee@N EMM, aby 8Mma@gQbombsm~mo 
DgQdLMymgdemgdobs wo 3gMdM IAmdomodggdab owgb&mds (@s doboob obm30Mgd4em0 
dm300g9™Md960). bIJMOMJIQmb dgadmgds Bobybo gobygh qdommpbds 938MM 8Io, 
doaMesd gob ofgh ogGmMaGy Go bodabsm oxy s8oMee@ baghmda? 

gb dmbobMgS960 bsboemns Loahayeggdab od 3md3emg babs, Mmdgema3 d9d330@M]Mdab 
IgbgRgMQd0b Bobsdg waob. AyboagomyMoa yobMadob dgdmb3yq30do, MmMIg7mmMs ao~oMhybo:3 
LogMmoaboab Jggdoo, obdob jgambge: MmammM ybeos dggd~mmm 8MgbAMZ0(30NbS Es ByMByQMab 
8MHoq48o30b JDoamMo~emdob wodomobbydo obg, Mmd oH CEd39MOZ2MM abw~ENZ0@xyEEMIdnNbo wo 
Lodbmasemgdab sMAggebab yaRm|ds? AmamM ybeoo 3ndqdomm dbosMesddgm ImygoMy~momob, 
ab939, MmMamM3 8MMaxgbombsmmeb — Aybage o (39330, MMAgEA(3 LMymo Id9 MmammM(3 
sw@odnsbydab ym3qgmamanmo (36m3MgQd0b bsbom~mo, my ob939, MMamm3 b(3969%9? MHmammM 
308M3Ma do~mobbo Aybogob, AmamH(3 BqyMBQMyeEr MgbyMbbs Eo b3ns~myM MgbAMmbb 
ImMab, dgbMymadobs os dmbsbomgmdsb dmMab, ws(330bs wos aobgameMydob dybgdM03 
8AM 3gbg9d0b 06 HMobbamMds(300b dmmab? 

Mo@asb bodoMaggqgemmdoa figdds 330939000, |oM33g94C~0 M3oembodomMabam, wosobygb 
Rodmyommnd9o9, 39304Mmd, boob &y{My7b~r o4bgd0 aognsb%bMem ab 30Mb639d0 wo ybgMbye~mmdgdn, 
MHmdemg9d0(3 -(30 Beal babsbeg@ jgmmMbagedo, gymGyMob dgbobyd aodoMaym (:g9d08)9dd0, 
asobbozqomMmgdayqmo@ sf&qomyHo aym. MmammM3 BxIMOd3 o~mBbodbygm, 3mMba3odo 
asbsbemgd0b - riacquistu — 86-(39b0 dode@nbsMymde@s 439dmM@0b ba3aM. 1990 Bemabagoab, 
IMeEsd JbmgRmom Aynbogobg7 ImaGobs sbo~moa dobodmydemmdgdn, dom dmMoab, 3ybdymoab 
Lobm3MHgdb aoMgm@eb L630 dybagzab-dgqmgdemadnbs wo sbo~mo syw@a®mMaab Imbae@gab 
HZ0MboobMabam. agoMge@ob bg~@gZab 0d 8g9Mb3948o300 Aybagmbydb dgbmog0bo bo3wymomo 
BgMGBQMaL gemAmdab oboe~ma aEghGmdo En sMBobGym MogabyQemgdsbomob gmMmoe. 
b(3g609 dgGo Jomo godmhbeos, MmMAgmms dgdImAdg~mgqd0d YdoMomme, yo 0M ao~ossdydog0, 
SMSIJO 30OIZ_ AMM aoogQoMamgzgo smemngmbayMa MyAs_gMByomMo. sbo~mo CwydoG do 
ashosme@s Bombymob wodi33gmgdbo wo aobgamemgdob IAbyMaqgmygdb dmmob — Mmamm 
yoes dg3gybsdma boMbymab ghmmaymgds ws aob3amoM9d0 gMadobgmb. boby%9q oym 
BOM3399CMa Wodosdyommds MMH dobsgb demMab: abobo 3063 Cosmas BmbbyM3Z08Hoy~m a ob 
© HMos@a03anb Momo oo gobobamo3g@s Wsd330EMIdyYEmn OMMAAZdn@S6 as~sb3q30b; woe 
ababo, 3abmgabe3 HMse@a3n8 wabsdayMoas wo Ayqeodngo aobobegdob gHoa~mdo aonsdMgdb 
dob. wsdmzne@goyemgdo GMose@a300b GHMosbamMdo3oobs@do nym WRmmM 8m dbo 8oyMo, 
300M] ab sMab E~Mb bojoMmsgmmdn. gmMbagedo sboemdse bodgdbMymgdemm jyem8yMod 
boMdm dbs 3M g9Hay\ma ofGoagmdob obgmo GHommeo, MMIgma3 o6393b bLb6go@obb30 
8b 8-gobsbe™mydab mobdw~g3 dmgmgbob, obg doasmoamose@, dmbmeayMa bodegmgdob 
8MMIQMbaYMa oMobyaMJd0~@0b, bobgAZMse@ Dognby7dyemo 8MmgQmbayMa MgAd3IgM8yoMab 
9Mw@ajbo~@ob (IgG gbLse, omg gga Loagmoab wybo3om yma momobymo dgbob d-bogo), 
sb9ema BMEaQgmMbayMoa 3md3Mba(309d0~@96 (omgab Ms sw@aammdMogs AybogomynM gbob, 
Amam™H3 dobabb, agmo3zg0bmab sbo~m Bomdmbagob wo BmayxgM gmjzocmM bdobo(3 50589 0b), 
30M) sbse~moa dobbmbob L&o~moab badegmg7d9do9, Mmdemgda3 abbs8oMaMydyemno abgmo 
yobMydom, MMaMMa(309 BMMByaomoyMoa fado ws ho~gb nueva cancion es gqb38gmMo0dg6Gye 
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IIMB QMomosdmMab MmobsdIMmMI~mmdsdeg. LoGo. ImmagmboyMHo Kayagdob ofGagmdab 
Agb9b69d, M93 _LobGgdoGyMoe Iydeogdmes ym3qmeomayM aosbgmgddo La Corse wo Corse- 
Matin, Bsmdmagow~@agbes 4 8Moe@a30nbs Ed Mobsdg@MMZg9mda0b dgyQ~emg|dob” Hadj 
CMgbobbsymb wo sberg|dyMo~@ BoMdmohgbw@s 8mMmoagmbosb, Mmamm3 L&omyM omy 
HG IMAIGIOTLIS Qoomab. 

bodoMmggmmb x9 of asdmyaGobno bLoodjgomomby wo of aobybamogb smb s- 
asbsbemgdob dmMogomag{Mmg3b6gd0b bomobbo. sdob obobbbgmo@ Msde@gb0d9 god 8mmo 
dgodemgd9  dmgnd3gmamm.  bofJoMm3ggmmda qdsmmgb wmbjd99 agobgameMgdyyemo 
AIqbogomyma goo, bom3oMo MgaomboemyMa dMog0mag{MM3Zbg9d0M gaodmaMhg30 a0, 
Mobs3  gdoG do obwngo@xyomyMa bLodegmgdab Jwnw@omMa boasbdymo wo boeomJagm 
RobsbyMgdob ego  3me~mgq(309d0. ab&MMoaye~a AobsbgMgd0b Mogn@o0b aodm3gdab 
dadenbsmM9 386m948 960 Imbdmd96, Mmd boMIobsMa dobo~ms xX_IM 30~Eg3 dDgbLobbo3e@mo 
@s smdmbohgbos. ob go4Go, GmMd BgmMbog3yemoa IybogomyAMa I9d330EMQMd9 JDg~@EMQd0M 
d30M Jo Cd 6930M9d dM5300MRIMMZ960, Hadbs3b Mmd sboe~ma Dobo~@me bogoHm nym sbocmo 
Lodgdbmymgdmm 3qm@®yqMab dboMeosbsdqmee@. gmMbogo dmgqi3o agoobo 1980 - oobo 
Beg dob dbogmom aygbagomyaMa ,sdmaM]3q930b" 980(396GMdo. 1990-os69d0b 38mb8- 
asbsbemgdob boMo8o30 3gmMbogoda dAjzogQame@ aosdmbsGo3@o Anbogob 9340964 wo 
Lo@mgbobboyomm Ma®MMageb wo gdyoMydmes JbmMeamom Iybogob, Mmamm3 ,méetissage“-ob 
964) QMangMagoboymengMgdab 3mb6(39Q (3096. ByMOBqMomsdmMab 3o3doMJob s~@3amy|d@o 
93MM g03doMab dag{M wWogoabsbbydyqemn 8HmamMsdgdn, Mobo(3 CEsd98 Jd0M0 dod bIO3Z9eMMdo 
asohbes, Mo~@aeb gb dgbodmgdemmdob sdemgg@o gmMbo3g9m@m Aybogmbgdb bogymoHa mo30 
sbemgdyMose — bdgmmsdyobegzab g7bag8ojob bsbaemse@ — Bsmdmofinbsm. gb 8oby6mde@o 
dom woymyggdgem bym3amb — weodMybydmeby76 sd3gqmab agb39db wo g8m3bom sbocmo 
NDJHSMd9 MdbsdjoOMM3Z9 BMobayyonn Lobemdbagmb goMamy|db aoMgm. y3g9moRg\Mo 02039 


beI7dMe@s Jodnb boJoMmggemmdagz, MMAGE™A’Z 33093 IMby3Zq Gamo aym CEobo3gmgamb, obey gb 
aYy™M 89MHamen, MMdgIema(3 bob YdeEmes (VIGILIML boJoMaggemda ,06G9%396;300b", GHodo3 


b9em0 dgbym 8memogmbayma Aygbagob Mabgbobbab obo~m GHommob. 

LodoMmggmm wo 3mMbage aobbbg03@9d0 BoMeaa3aymo Aybozgabs wo yymBqmob 
8MMnGHogab addmg|dg_bG®o(300b = geymbama73.  g>Mbagoda 9M sMbgdmdb gAmm3cmmmMab 
Lobgmdbagmbash dbomeoggmob dogsmamgdn, Mo3 obg aodmoMhggh boddmme 89mMomeb. 
Mobme@gbh oMbydmd@o bobgmdbaym sbbodde~mo. CE~M|306@9™m WaJb ymMbo3zodo om 
oMbgdmdb bofoMmggmmb QmygemmmMab bobgmdbaym (3g6GMob o6 mdamoabab bobgmdbogym 
BMbLIM3Z0HMMo0b sbo~man. boJoMagge~mbasb aosbbb303960m, = 3gmMbogob — 3xyobd-yemo 
aoba3@ab, OMe JoMBm Jomo CEmbgbg aobbbosgemyenn dagdLMymgdemydob, oMsdge@ Aqbagab 
DIMM GBagmbydabs Eo s8MHmagbombsmo QmmymmMabGBydob gygbob bo3m@mgdmdobo:3; 
boJoMmggcmmda bLommge@ dom dgobMmymgb qeow@gba Mmm gBmM3~mmMab semMdabydab 
8Hm3gbdo.  gmMHbogsdo, dgdLMqmadgemms yayggd0 (Mmdgmms  ~wWIMoge~mabmdob 
Imy3oM4y~mgd0 BsMIms@a,9696) CodM3n~@Jde~mo~@ oMbg9dmd96 wo bLbmMm\J@  abobo 
boMd9M0396 HMoe@a30abs wos dobo MmobsdgeMmgg9 bodyoMmbasb o~sdHo(300b dgbsdgdab 
80m 39bb. 

1990-os60 Bergdob densdo da4dboemo (s(3 sabobs 3m6(39%8 9ddo ob CD 384MO%74(305d0) 
dho3z0m0_ bodgdbMymgdmm xangab boMdsGJd0d aobosaMmds 3mMbogymo Bym&ymoab 
Lom 3bemobsyboMoasbmds Omgb. MYAI39, AoM339EM0 bobae~a Labsbyomam boydMmdb sbomo 
bodgdbmymgdemm BymBqMmoab dagh (336bomo ®Mo@a300b hobs(33~@mgdo0b dobd8odb9, Mo(3 
8OMOS8NM 4 393dNMEOJd9 SYM JOGyMa, (33~M(36oEM0 BMEagmbayMo MAZ3g_MHQMab oMBobGyo 
8OMOAI| Hoe Aodmysmadgdob 8Mmr39bb: agobobemyadab seMayen 8MHer3g9bob @wobsbyobdo 
bo3mMb6(39M8M Lygbs sbMymgd@o GHMos@a3oymo Anbogob go3gMAi3gmgd0b yByb4(300b, 
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doaMsd aoM33gqycmoa 89Mome@ab dgdw~ga mogoe@ gb bygbo dma3gggmobs 3mmgqGoymo 
8MHo48og30b hodbs(33egdcmoe (Turchini, 1999). IMo3z0m@m0 Kangab MgasIgMByoMdo, a363~cg9d0 


sbemoe@ dg4dbae@mo bLodmgmydo (mIeEm9qd0(3 IgbozomyAMoa a~oamdgdabs wo ymMbo3xymo gbob 
aZodmygbgdo0b asdm asbobamgds, GmMamGHy ,AMHse0oyemo"), GmIM|d0(3 GomeEgbmdMGogoc 
9M9d9G 959 Dg80MHa BMoeac3anm JgdImMHAgboe wd3gqe~mgb Lod~mgmydb. 2009 Cg~mb 3mMHbogob 
cantu in paghjella dgnGebgb YIGILIMbL oModoSaMosmyMa BymByMmymo dgd330@Mgmda0b 
Loodo, Mmdgmbes3 ghogoMmgdm@s gowsyjogdymn (0/339; 9d OMyBydGbHHL Mob sbemogb 
d99-E9A0 ArbdoM do: ,gMo J GHo3mbygdob I3e@gemdoab Aybj~ws39@ omo~@anbmb My3sqMByomo, 
paghjella-y bagm36mabsybomos6mds Mob@smsbmdom d(30M~egd9; gb aodmMb3qgxy~m0o Jago 
Maga gRod®mMyd0m: sbomasbMes Mmomdnb gdoamMe300d aobodoMmds, gMma0 dbMo3, 
MH_Bsg_{MBayomMoab aomoMndgd, bmemm dgmMy JoMng, Momdsemes drMab HMHoea3o0ab aows3qdob 
d339MMa d9d(30M|d0. ‘bmdgdob do~rgdsde@g, paghjella dgby39Gb od bobam oMbgdmdob, ob 
Agdemgab aowosMhgh domme Amamh3 GyMab{yomo 8hmeoy7Go, Mmdgmbs3 aoby3gqGomo 
sgh go3daGo Lobmasemgdésbonsb". 

SdaZ0M9@, JogydMybeoam ydbadZgbgmmgebgb bogambb — MmammM bes aowoMhgh 
QMgemmMmMa BaM3g9m@bobyob deEeamdoMgmdsdo Gs MmammM bes aymb ob DbsMeogqMhoeno; 
sdobmeb, MmMamM dg3ZyqQbodrmm dybgdMagn HMosbbamMds309 5 BMJZoGHoaymo oMBabSyemo 
asb3nmsM do A{Mmdobgmb. NIEILIML gobbodm3gmM do smMsdoGH yMosmyAMa Bxym8yMyeomo 
399 330M d0b Jgbobg9d (ICH) axyymobbdImab ,msmdne@sb msmdsb9 a0~@(39d0b”, J5a%09, 04035 


EMML, sModoGMosmyMo ByMyNMymon dgd330EM \Mde ,oMob Ay~wodage@ aobsbemydo~@o 
WOMOYN]Bo", MmMdgema3 bamobems ofdbgd9 oMbydyem aoMgdImM saMmdgddo Mgdobs ws 


(3OEM3IYMO - YANBQdab dagm eo boMdmo@agbb MmogabgdyM nb6SH Mo4(300b GHMo~eo(300b 
ab &mmMosbaosb” (QU690L8M, 2003); gb mogabmo30@ dob somMseamAbymmdsd 43 Joyyamgdb. 


MHMAMH(Z RIB HME HaSMbo oddmdb: ,omModoSH yMoemyMa BymSBqMmymo d9d330@M \Mdo 
(93d) sMob dgamo, MMIgema(3 ImaMbmgZb wo(330bo Gs dJgzbsb3go0b. TIGILIM ayemobbdmab, mmd 
OJd-ab sym GyMmds dob Gomby~m Cwowgdsdns; O3d-b, MMamMM3 (3m(36oEmo HMo@a300b 
302909 AImambm3b ws(330b; MU6ILIML dooshbos, Mmd dobo Aw~amo~@n asbgamsMg9d0 
Modjo3daM|dye~mn5 JmIdos3g0e~do Dobbo39 se@o3s8o(300b wboMmob" (Titon, 2009b: 127). gb 
Modsdymmds sbobyemns 2007 6. 309 86sdob MgaomboemnMh dgb39@M0%9 UNESCO-EITHCAP 
-ab moMamgddo Imdyqde39 Kanggoob 93mMdg6~@0(309ddn, MMIAGEMOMs WdMS3ZgeE~gbmdo JbomMb 
aygqMb aggob &Moew@a3o00b dmqbommeoob dobob9d: ,gymBymyem dqd330@MQMdob ~ybeo 
84ImbeE gL asbgamseMgdnbse ws oMs asynbsab dobodmydammds" — ,380MGHbamMmds oMbydomno 
SYDIOHYOmMdob aowoygdabmgoab, doaMod symgbGyMmds oM oMab dsoMagMo 9~@o38o(300b 
8AM 3gbabm30b" — ,oMs306 0M Whos ,aoyabmb" smModoSgMosmyMo 34ym8yMymo 
899 330EM9Md5 L&sbeosMB dob asdmygbgdam, Mse@asb (33momM|ds aBoMESyZ5em09" (UNESCO 
and ENHCAP, 2008). 

GHo®Mbabagab oModoG MosmyAMa gym ByMob — 43639309), dfo-@MM@ = Mol 
Modjo3doMAZd4ye~m0 =FHMoe@a300b = MAbLAMb OG aodmygbgdab o~wgebmsb; osahqm39, oMo 
JoMBM GHMoea3o0ab, oMsd9@ 00 8MHer3gbgd0b DoMmgobmeb, Mmdmoab bodyomydamea3 gb 
GMsE305 BsHImMeEaq60e0” (2009a: 10). gb egd0H d0, od3Mdb ob, BAM ByMob 9969xx9H90b 
(gnbmdqbo3memmagdanbs OS BAMBecmMabs dob Bom3cmno) oygbgob —_,,0309(330M 
8m b0(309d0" (2009b: 119). osdos6 ydodas dob dgdmgqmogobgd0b5 o~@gs ,,d90330@Mgmdab 
IsMaZ0b 69(33eMs@O BAMByHob ImeEGo3o0b doJdbob“ Jgbobgd (2009a: 7). ob agmogobmab, 
ZqMBQMaL ImmGago o39gmMm oMe g73mbmdajZqM, oM9d9@ J3gME~mmManyM 8M0b(3039649,; 


*http://www.unesco.org/ culture/ich/en/USL/cantu-in-paghjella-a-secular-and-liturgical-oral-tradition-of-corsi- 
ca-00315 
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AInboge go30bHmm, MMamMM3 g3mMbabGydo, Mmdgmbes3 Agadmgds Dagybowmsama mambo 
8MHn6(3080 ) yggmMemandb sbs~moa 3mbbgM3Z9(300~@~0b": (i) dM5390MR9M|M3b9d0 (AmdAg7e@bs(3 
S38 Ho30NMa WoaMyAdymg|ds aooRbos), (ii) madn®a BHeabsmgab (o~@g9 djcodago 
asb3nmoMgdabs wo ‘oOMenb dgbobgd oMsdweams~@ns Es MgbyMbgd0 SsImbyGeyemo0), (iii) 
YAMNIMM3938dOMa (WSIYySMIdYEMNS (5330H3Z905b9, BgIMdME, 0689M3Z96;309 Agmbob& dob 
9a bsbo~mda 06393b Fobsbbsm woyagadss dg~@gagob d9m% 900) cs (iv) ddoMm3qmmds 
(o@g5 odab Agbobgd, GMI o~odonsbygd0 sHnsb sMHs MgbyMbygdob Agymmdgmydo, 99990 
ImMAZemgeMgd0) (2009b: 119). 

SOSIGH AM dSEOMds Gs MobsdIIMmd~mds omMoab BaSmbob dagm ddomaggmmeob aosagdnb 
SAMbs30~™a Wd = H9(39880(3 IEaMosemdnb doboMbg3Z0@. ,ggmbabS dob wmg3o6b@gmo 
dgbgxgMJd0", (3boe@gdb sob, — gobbb3g03@ 96006 = sEM|VEMa —_ mbbaMZ0GHmMydnbao6 
»JBIIHYOMd0mM, AgoggydIgoGab ghMansbo bjZgamMs Ed s@sdsHo300b boMam, wodbdoMyb 
RNEJ(300M Cd Md Jo3MbHMmmydcmob bawe@30M Co bab qbymdgb abgm JdoMmMsgcemedoh, 
MMIgma(3. AQRxwydbgd9 sanmMmdmng g1b38qMBJdmob MobsdIMMI~Mmedosb, Mo~@asb LbmMMmIJe 
aLaG sH0s6 80H%Es80M% s303d0M%QdyE@HO Jge@Jamd6" (Titon, 2009a: 11). agmogBmdb ,odo3gqb 
Baym GyMoab AgbgxgQMgdabagab" wo obodyangob ,o~o38aMydo@0 Agbgxvdgb Gab LogoMmydob", 
AmMIgmbes3 ,gbdob woabsdayMa wo 8nMM3Zbgd0%q — 3mbi3gbHMaMygdyemo — Bxqem HQMoab 
admbo830b dyjbgd0" CES ,boMbyc~moab m4mmb boygzybgdo yyMgdob bo33mo@ sgomeMgab 
dm bom 8mm Gogob, gb 30, mogab dbMn3, asbodoMmdgdb doamoe@ dmdogomb*" (2009b: 
121). sdob qBmegab ,gob6bse ,dqbo334mB ym jem (musicultural) Agqg0b", ImygomMyA@b wo 
8M gLombsmb yes dagdemmm, dg, 0dMab aoMH|dg, BoMomg|mMYAMo@ sMbydmdo, LomMMm|e 
ab9, Gmam™3 gb obo~@ wo d3gm AgbagomyMm Jdboemg|dgob dgoxydemoom (2009b: 129). 

8MoJGo3ymo  &HgMdobgjd0m, Gamba sddmdb, Mmd gnbmdgba3gmmmagydnab, 
QBMmyemmMab®ydobs wo AgbagomyAMa BymGBqmob doabom JAmeogsbg os~@odosbygdob 
BoMomg|myMs~o  ,bogoMms od dAl3@gmmdgdab bamdgbymds, Mmdgma3 063 93b 
Lobmasemgdob agbg9da0b asodGayMgdsb 43q30@0b-bg30mM, gb 30, Mogab dbMog, L&odqeb 
sdemggh s@aommdMing aoHgdmdo, FMamdmagzo@ Aybozab 39mgedab 86mr3gbb* (Titon, 2009b: 
135). 98 Bod80b MobsddMmde~mds E5j9EM LsQyQd3Zems5O Bm~mBZmmGHob (396GGob byez0b 
sbsema bLommBd0Mm bymemab dgbob9d, Mmdgma3 sMo4Goagymo@ 7339 fhodmysemod@s 
boJoMnggmmb bLb63gom@oebb30 Mgaombdo, dom wy~wo~@ gba dbnd3gbgmmds 043m, damyd98 9b, 
Amd Lym sbemobobb semMdobgdaob 8Mm3gbg9db 363e@g9d0m ogomobl boboedo. AMaMde~mage~e@ 
AInbogab 3qmgdnb LoadymoM do asdmnbsG do, JDogomamoe@, bLodmasemgdmMn30 mo3dgyMab 
s@gnm|ddo od Godsob Agbozab symgMgdodo. Mdam~mobbs wos L630 (396GMgddo sbboddemgdo 
ydbadgbgemma3sbgb Mmemb obMymgdg6 AybagomyMo (3bmM3gM dnb semMdabydab 8m 3gbdo. 
yo3gcma sbomo sbbodd~mo boMdmowagbb mogabgd4M dmeagmb sbomasdMeagdabmgob. wo 
dmemmb, Mmam*3 sdob 3obod4ym9d fAgdb 60H 3393d0, MmIgena(3 aodmAggybgoyyemne Boabdo 
dnb 75, 683 8.90 7300M%9MS5(2017), 939em0bJ Cn@ND 95dMb39309, 308M38MM, JHaon JbMog, 
Ms(330bs ws dgbsb3g0b abs, dgmM] DbMg Bo, dJgZd~mmM Cs3ZGM3gmam bagM39 yMgoGoyemo 
asb3nmoMgdabs os dyjb_dMngZ0 o~osdHo(30abmg0b, Dog3gn dAgbagob dgbodemgdemmes, 
a9xMbgdmMb Lobmas~emgdab Lbge@obb3o0 gQgbodo Lbgo@obb30a30Mo@. aobo330Ma oes, Mmd 
gb Lodydom x9 30093 wWombMym|dgemno. 
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CAROLINE BITHELL 
(GREAT BRITAIN) 


POLYPHONY, HERITAGE AND SUSTAINABILITY 


In this paper I bring together themes and issues from the literature on music revival, intangible 
cultural heritage, and music and sustainability'. My consideration of some of the questions raised 
in this literature is interwoven with observations concerning recent developments in the promotion 
and practice of vocal polyphony in Georgia and how the Georgian case may be contrasted with 
that of Corsica, the main focus of my research between 1993 and 2007. Aided by this comparative 
perspective, my aim is to invite reflection and discussion rather than to provide answers. 

In my Corsican research, I was faced with a fairly classic kind of revival. The riacquistu (reap- 
propriation) that gathered force in the 1970s included the essential ingredients that Tamara Living- 
ston would later list in her article in Ethnomusicology (1999): core catalysts, original sources, an 
ideology and discourse, a community of followers, organised activities, and supporting industries. 
Closely linked with nationalist politics and the ongoing tension with France, Corsica's riacquistu 
had the kind of oppositional character that Livingston also identified as a feature of many revivals. 
In this case, the restoration for which the revivalists strove included not only the musical herit- 
age but also the Corsican language, together with a distinctive, non-French identity founded on 
what were seen as more wholesome, traditional values. Looking to the past as a source of not only 
authentic cultural materials but also a more authentic way of life was another trend that Corsican 
revivalists shared with their counterparts elsewhere in Europe and North America. 

By 2007, when Juniper Hill and I embarked on the project that would result in The Oxford 
Handbook of Music Revival (2014), the time was ripe to open up the field of revival studies to new 
theoretical approaches as well as extending its geographical reach. Timothy Rice's (2001) work on 
metaphors for music — music as art, entertainment, commodity, social behaviour, emotional expres- 
sion, and referential symbol — prompted us to conceptualise revival in similar ways. Alongside the 
metaphor of revival as social movement that was dominant in Livingston's model, we developed 
complementary readings of revival as cultural rescue or therapy following war or natural disaster, 
and as cultural recovery following freedom from colonial oppression. Other new trends that had 
helped shape contemporary revivals also assumed prominence. Several of our authors highlighted 
the growth of the heritage industry, the impact of UNESCO's programmes for safeguarding intang1- 
ble cultural heritage, and the accompanying discursive shift from local tradition to world heritage. 
Others drew attention to developments in digital technologies and online communications and the 
new opportunities they had opened up for accessing both material resources and social networks. 
Others again revealed the participatory dimensions of revivals as sites of social bonding, with some 
also noting the ways in which outsiders might become involved in someone else's revival. These 
new trends are all evident in the most recent cycle of musical renaissance in Georgia. Finally, we 
explored the concept of post-revival: in response to the question "What comes after revival?" we 


lSome aspects of this discussion are addressed in greater depth in Bithell (2017). I gratefully acknowledge the support 
of the British Academy and Leverhulme Trust, which enabled me to pursue new research in Georgia in 2015. 
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envisaged a post-revival phase populated by transformations or new musical departures for which 
the original revival had served as a catalyst. 

While living in Tbilisi in the autumn of 2015, I was able to follow the activities of several of 
the city's ensembles. I attended rehearsals and performances (including festival appearances else- 
where in the country), visited youth groups and classes for children led by some ensemble mem- 
bers, met with singers informally in cafes and restaurants, and sometimes accompanied them on 
trips outside the city. In this way I gained an insight into the variety of contexts in which these en- 
sembles perform and a better understanding of what it means to be a member of such an ensemble. 
It quickly became clear that staging formal concerts is, for many, not the only goal or even the activ- 
ity they consider to be most important. Most ensembles have members who chant in one of Tbilisi's 
many churches and they may also be invited to chant for special events outside the city. During the 
time of my preliminary survey, some were engaged to entertain delegates at conferences, provide 
animation for wine-tastings and record songs for a film soundtrack. Less formal singing took place 
at restaurants, during family celebrations, in churches or monasteries that were simply visited as 
part of an outing, and sometimes on the street. The significant amount of singing that takes place 
under the radar, often in semi-private situations, may not be part of an ensemble's public image but 
it is central to what motivates individual members and to their shared philosophy of what it means 
to sing together. It also points to the continuation of music-making as part of everyday life in the 
urban context. Members of the group Adilei, for example, believe strongly that (in the words of 
Giorgi Khukhunaishvili) folk songs should be sung "In every situation where you can express your 
feelings. Maybe in the yard, in the garden, in the park — where you meet other people ... This song 
is not only for rehearsal and concert halls. It's lifestyle" (anterview, 2015). Some ensemble directors 
spoke not only of the social rewards of being part of a group but also of the psychological benefits 
for individual members and of how, in some cases, this aspect also guided their choice of repertoire. 

This is not to say that the concert stage has lost any of its appeal or authority. A rather curious 
development is the recent increase in the number of state ensembles. It is perhaps not surprising that 
the newest additions, Basiani and Shavnabada, should have begun to move closer to the so-called 
academic style of performance. As professionals, state ensembles play an important ambassadorial 
role in presenting Georgian culture in major international arts venues. When they perform over- 
seas, they need to appeal to different kinds of audiences, including audiences for classical music 
as well as folk music. From this perspective, the tendency for songs to be treated in a way that is 
akin to musical works in a classical sense is also not surprising or out of place. This is, however, 
only one possible format for the presentation and dissemination of traditional music and dance. The 
aesthetic of this kind of "product" is very different from the more naturalistic presentation favoured 
by Mtiebi, inspired by Gigi Garaqanidze's notion of ethnomusic theatre, and seen also, for exam- 
ple, in Sathanao's presentation of lullabies at an earlier symposium and the musical-ethnographic 
performance 'Tsutisopeli' (directed by Soso Kopaleishvili) featuring singers from Bolnisi. In this 
case, the choreography is designed to offer an insight into the way in which the songs and dances 
presented were originally a part of village life, with reference to the life events (such as birth, mar- 
riage or death) that inspired them, the different activities they accompanied, and the emotions they 
embodied. Yet another way of engaging the audience is pursued by the group Chveneburebi, who 
strive (as Giorgi Sakhokia describes it) "to make the audience part of the performance. We dance 
with them, we call them from the stage to come and sing with us" (interview 2015). 

In considering these very different approaches to the aesthetics and functions of performance, 
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there are important distinctions to be made between music as cultural capital and music as social 
capital, between what Thomas Turino (2008) terms "presentational performance" and "participa- 
tory performance", and between stage culture and living tradition. The spectacular stage shows of 
the state ensembles are primarily a manifestation of cultural capital and presentational performance: 
here, music and dance function as art and entertainment, performed by virtuosos for an audience 
whose physical participation is limited to applause. By contrast, some ensembles place greater em- 
phasis on music as social capital: when performing on stage, they aim to involve audience members 
as more active participants rather than mere observers, and they express a strong desire to safeguard 
other spaces where music can operate as social behaviour and emotional expression. 

If we accept this distinction between two rather different kinds of music making (with the 
caveat that they need not be mutually exclusive as far as the choices made by individual performers 
are concerned), questions about authenticity also become more complicated. Benchmark criteria 
for measuring authenticity are often derived from what are considered to be the "best" or most au- 
thoritative performances captured in historical recordings, according to values and judgements that 
are at least in part subjective. This emphasis on the song or other performance material as a (time- 
less) entity, now detached from the original circumstances of its production (including the bodies 
that produced the sounds that have now outlived them), correlates with the privileging of product- 
oriented criteria over other orders of criteria that might be used for assessing authenticity — such as 
person-oriented or process-oriented criteria (see Hill and Bithell, 2014) — and with the privileging 
of musical texts and textures over human pretexts and social contexts. The valorisation of particular 
recordings that come to be treated as canonical also attributes a false sense of fixity to what might 
better be viewed as a single, partial snapshot of what was in reality a more variegated and shifting 
musical landscape. It is especially problematic if these product-oriented criteria are carried over 
from formal or professional performance situations to everyday or amateur environments. Music- 
making in domestic settings 1s clearly governed by different criteria, including spontaneity, inten- 
tion and sincerity, while also being subject to local contingencies to which it may need to adapt on 
any particular occasion. A distinction also needs to be made between public time and private time 
and between the identities (and associated responsibilities) of professional performer and private 
citizen. The former may be answerable to a higher authority, but who holds authority in the private 
or domestic realm? 

These considerations are part of a set of challenges faced by heritage managers today. In the 
case of musical genres whose survival is under threat, how might the need to preserve and sustain 
cultural practices be balanced with the rights of individuals and communities to make their own 
choices and determine their own futures? How might we work to sustain amateur as well as profes- 
sional activity — music and dance performed as part of people's everyday lives as well as on the 
stage? How might we find a balance between music as cultural capital and music as social capital, 
between performance and participation, between protection and natural processes of evolution or 
transformation? 

As my research in Georgia has begun to take shape, it has been interesting to reflect on the 
kinds of questions and tensions that were at the centre of cultural debates in Corsica twenty years 
ago. As indicated earlier in this paper, Corsica's riacquistu was a bottom-up, activist revival, driven 
from the grass roots. By the 1990s, however, the fashion for world music had brought a host of 
new opportunities to engage with other music-makers, as well as audiences, beyond the island's 
horizons. This outward-looking perspective offered musicians the new identity of cultural ambas- 
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sador, together with greater artistic freedom. More women began to appear on stage, sometimes 
embarking on a more creative path that would extend the polyphonic repertoire rather than simply 
recycling it. New debates emerged about how to balance faithfulness to the past with the need to 
move forward. There were points of tension between those who adopted a conservative stance, 
viewing departures from established norms as a betrayal of the tradition, and those who embraced 
a view of tradition as something fluid and dynamic that was always refreshing itself. Overall, at- 
titudes towards the transformation of traditional styles and the introduction of new compositions 
were more positive than they are in Georgia today. The new performance culture produced a wave 
of creative activity that resulted in different kinds of post-revival spin-offs, including polyphonic 
arrangements of songs that were originally monodic, reconstructions of semi-forgotten polyphonic 
repertoire (most notably settings of the Latin mass unique to individual villages), new polyphonic 
compositions (taking the indigenous musical language as their starting point but introducing novel 
harmonies and sometimes adding extra voice parts), new chanson-style songs that drew inspiration 
from other genres such as Portuguese fado and Chilean nueva cancion, and experimental cross- 
cultural collaborations. Articles about the activities of the polyphonic groups that were a regular 
feature in the daily newspapers, La Corse and Corse-Matin, typically celebrated the "marriage of 
tradition and modernity" and the reframing of polyphony as stylistic or intercultural dialogue. 

Georgia has not yet exhibited this degree of post-revival diversification. Several factors help 
explain why this should be so. Georgia has a highly developed musical language, an unusual level 
of regional diversity, a comparatively rich treasure-trove of individual songs, and far more exten- 
sive collections of archival recordings, published song collections and dedicated teaching materials. 
The ongoing project of repatriating and reissuing historical recordings means that there is plenty 
of fresh material still to be explored. The fact that Corsica's musical heritage is relatively compact 
and far less diverse meant that new material was needed, at an earlier stage, to help sustain the new 
performance culture. Corsica was also closer to the epicentre of the world music explosion in the 
late 1980s. Post-revival narratives in Corsica in the 1990s drew heavily on the ecumenical and cel- 
ebratory rhetoric surrounding world music and more explicitly on the French conceptualisation of 
world music as 'métissage' or cross-fertilisation. Cross-cultural collaborations were also facilitated, 
in practical terms, by the funding programmes of the European Union, and this had the added ap- 
peal of allowing Corsican musicians to reposition themselves as part of a broader Mediterranean 
aesthetic that reinforced their claim to ancient roots and a shared identity beyond the constraints 
of the modern French state. This was all happening at a time when Georgia was still relatively cut 
off from the West and it predated by several years UNESCO's intervention in Georgia and the new 
wave of polyphonic renaissance that it helped to fuel. 

Georgia and Corsica also differ considerably with regard to the kind of infrastructure that is in 
place to promote or regulate the practice of traditional music and implement cultural policy. In Cor- 
sica there was no equivalent of the state-supported folklore that was such a prominent feature of the 
Soviet era. There has never been a state ensemble. In present-day Corsica there is no real equivalent 
of Georgia's State Folklore Centre or State Conservatoire. The island lacks not only generations of 
highly trained performers but also the stratum of music theorists and professional folklorists who, 
in Georgia, have played such a pivotal role in defining the terms of engagement. In Corsica, the per- 
forming groups (the majority of which function on an amateur basis) operate independently of any 
official scrutiny or review and it is they who have taken the lead role in driving debates and shaping 
discourses about the nature of tradition and its re-articulation in the modern world. 
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The success of the many performing groups that had formed by the mid-1990s (reflected in 
concert activity and CD production) led many to celebrate the fact that Corsican culture was now 
alive and well. Yet already some regretted the extent to which the new performance culture had 
replaced the living tradition as polyphonic repertoires migrated from the realm of popular expres- 
sion to that of artistic product: the concert stage had served as a vital platform for reappropriating 
and disseminating traditional music in the early stages of the revival but had ended up becoming 
a substitute for collective practice (Turchini, 1999). In the repertoires of many groups, songs from 
the older layers of the oral tradition were soon outnumbered by newly composed songs, many of 
which were now presented as "traditional" on account of their incorporation of indigenous musi- 
cal idioms and their use of the Corsican language. When in 2009 Corsica's cantu in paghjella was 
inscribed on UNESCO's List of Intangible Cultural Heritage in Need of Urgent Safeguarding, the 
accompanying description asserted that: "Despite the efforts of its practitioners to revitalize its rep- 
ertoires, paghjella has gradually diminished in vitality, due to a sharp decline in intergenerational 
transmission caused by emigration of the younger generation and the consequent impoverishment 
of its repertoire. Unless action is taken, paghjella will cease to exist in its current form, surviving 
only as a tourist product devoid of the community links that give it real meaning.*" 

And so we return to the question of how the survival of folk music in its primary habitat can 
best be supported and how this can be balanced with allowing for both natural transformation and 
creative artistic development. UNESCO's own definition of intangible cultural heritage (ICH) as 
something that is "transmitted from generation to generation" but is, at the same time, "constantly 
recreated by communities and groups in response to their environment, their interaction with na- 
ture and their history" (UNESCO 2003) creates an inescapable paradox. As Jeff Todd Titon puts 
it, "in conceiving of ICH as a monument requiring protection and preservation, UNESCO implies 
that its authenticity rests in its past glory; yet in conceiving of ICH as a living tradition deserving 
safeguarding, UNESCO implies that its sustainability rests in its ability to adapt for the future" 
(Titon, 2009b: 127). This tension is reflected in several of the recommendations made by the work- 
ing groups that met during the UNESCO-EITHCAP Regional Meeting in Vietnam in 2007, many 
of which support the view of tradition as flexible rather than fixed: "Cultural heritage should be 
allowed to evolve rather than be frozen" — "Partnership is essential to ensure authentic transmis- 
sion but authenticity does not preclude adaptation' — "One cannot or should not 'freeze' intangible 
cultural heritage with the use of benchmarks or standards, as change is inevitable" (UNESCO and 
EMHCAP 2008). 

For Titon, concepts like intangible cultural heritage are nonetheless "bound up with the idea of 
tradition as a resource, in an attempt to manage not only the tradition but also the discourse through 
which it is represented" (2009a: 10). The discourse itself, he argues, places cultural managers (in- 
cluding applied ethnomusicologists and public folklorists) "in a defensive posture of safeguard- 
ing property assets" (2009b: 119). This prompts him to suggest that, "instead of heritage manage- 
ment, sustainability and stewardship appear more promising avenues for cultural policymaking" 
(2009a: 7). He further proposes that cultural policy should be informed by principles drawn not 
from economy but from ecology, with music viewed as a ecosystem to which four principles from 


" 


"the new conservation ecology" might be applied: (1) diversity (which has adaptive value), (11) 


"See: http://www.unesco.org/culture/ich/en/USL/cantu-in-paghjella-a-secular-and-liturgical-oral-tradition-of-cors1- 
ca-00315 
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limits to growth (the notion that ever-expanding growth is unsustainable and resources themselves 
are finite), (111) interconnectedness (based on the observation that interventions in one part of an 
ecosystem will have sometimes unintended consequences in another), and (iv) stewardship (the 
idea that humans are caretakers, not owners, of resources) (2009b: 119). 

Adaptability and collaboration are central to Titon's understanding of stewardship and his 
recipe for sustainability. Today's "ecosystem managers", he asserts, are distinguished from earlier 
conservationists by the realisation that "to be effective, their management must be holistic and 
adaptive, supportive rather than controlling, and promote stewardship in collaboration with local 
experts who have a direct stake in the outcome" (Titon, 2009a: 11). Suggesting that "cultural man- 
agers ought to do the same", he argues for the need for "adaptive management" that "understands 
the dynamic and person-centered nature of expressive culture" and "instead of looking toward a 
golden age in the past, develops flexible policies that enable a sustainable future" (2009b: 121). In 
what he terms "a healthy musicultural habitat", amateur and professional traditions should be able 
to exist in parallel, without the need to compete, as should new and old musical works (2009b: 129). 

In practical terms, Titon identifies a need for "more bottom-up, community-based efforts to 
promote participatory music-making in local venues" (Titon, 2009b: 135), alongside partnerships 
of ethnomusicologists, folklorists and music culture insiders. With regard to this kind of partner- 
ship, the Folklore Centre's vision for the new lotbari schools now being established in different re- 
gions of Georgia 1s of particular interest, as are the most recent local revivals in parts of Achara, for 
example. With respect to encouraging informal, participatory music-making in local venues, small 
practical changes — such as switching off a television or piped music in a bar — can make a signifi- 
cant difference in allowing singers to reclaim communal spaces. In Tbilisi and other urban centres 
the ensembles themselves are central players in the project of reviving musical life as well as musi- 
cal works. Each new ensemble represents another group of singers with the potential to burst into 
song in informal settings, as well as on stage, to act as role models for young people in particular 
and to help create opportunities for others to join in. Ultimately, as I argue in my contribution to 
the volume Music as Heritage, the greatest challenge is to find ways of safeguarding and valorising 
unique musical legacies while also, on the one hand, allowing for the kind of creative development 
and natural adaption that has always had a place in what becomes enshrined as "tradition" and, on 
the other, enabling music to do its work in society at different levels and in diverse ways. Perhaps 
not surprisingly, this is still a work in progress. 
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OMbLAmg3Zbg0b Mmdobgd0b 8memngmbayMmdob M3am dsobSababgyen 06G M8M]GHo(309 ,,dg0d- 
M9do 39M Adbob BoMIMeEagbama, MmamM(3 Ji3~E@gmmds, Bo~ESNd BHM GHMogo3ym@moab 3o9- 
ammMas qmobobLbmAm mobsdgaMmggmdab aoMgdmgdgdabagab" . 

MoMs(3 boMabbam dobGabab doghH 8memagmboob (369d0b asdmygbgdo oym sobjbo o~- 
AQ4y7E@0 J97—20 boy3jbob AmeEgMbabS ym aomgdmdy. dob gb (36960 Lbgo@obb30 byomm dg 
MdyMEOHMdnm asbsgamoMs, Jom dImmab maG MoGmMgda0b 3MaGo3yewo gomb3gom, ob939, O~m- 
amm3 MacmogayMa ImbodMgdgd0m. LOmMM|e@ 8mgGoabo wo A33~g3gMab Z:nAgbems3 o306m30b 
(1866—1949) L&oG09 ,e@Mb}Mg73zb30 Co GMsg0;3400 6md56950" (1911) ofebos asgemgbo 
8MeEngmMbaobs Gs ImbmeEarmank, Mmamm3 dbsGgMymo Jgdmdgegdab mMHo 8MHab(303dyem0 
Bgbab aoa96009; gb mmo Bgbo as3gemgbob sbe@gbb Lodamab3soMm dbogmdbje3gcmmdob amm- 
doM96004(3 (Bocharov, 2000: 346). 

8MemngQmMboob (3690 dabogob dmodsambydmn smdmAbe@s, Mowasb ob gbdoosbydo bo- 
dgd0b, MmamM(3 dH9300MgQ9MM3Zbg7d9do gMamdab (369dobo wos Ler3ns~myMHo CobgyMbob ao- 
agosb (Mihailovic, 1997: 1). de6bGo06b L6sd@o, md BodJomabs ~s dJgymobbdgd~mmdab emmb 
m8mbg68 9d0 0H LogaMmgdg6 LommMa wo sMo LbMMo BZoG JamMoagdab goMacmgddo dmb3gq7eEMob: 
LodsMagy, 96939, 8emmomoab& qm, 064) ImmagmbayMns. M3aM LodyemBobyMHo wgdye9- 
396073. JO aobaba@~g|dnseb, HAmamm(3 QMongMobsbobssmdegjamba, LomHg@ Jom Mobo~@odab- 
3930b dogyog0Ma gqddoMn 8 {d0d@g7. MaM|YyMa Cs AAMse@JMON bds MobsdMoe@ dbnd3bge~mm- 
3960 @d LodsmMamoab dadowagbgemns. 

dodab, Mmegbs(3 8mEmagmboab (36960 godmaygbgdMeEs Mas _Mo8yMob mgmMosdo, dob, 
96939, dgombos jgobmb mgammMasda — dg~@oMgdnM sbs~m Co 39M|s@ aobgnmMsM {d0e bj7emmM369- 
dodo. AybagomyAMa HMIMMnNEeSb Bobgbbgd0 GyMdobgda0b aodmygbygdo seEM|yE@ yobgdoGmaMo- 
gasdo 0d @Mmabagab AggyemgdmMng0 Imge@mgbo age. doasmanmabomgab, gRamdob ymmdob 
sc@oMHyd96 dybozocyM yobmb (Munsterberg, 1916: 189), 06 aMsban Mayabmmab yxgMdg6 ~wo- 


31911 Bgemb Mohm®m zobqem (1879-1923), 838mMo La nascita di una sesta arte 69b 08009 j30bmdo, Img- 
3056930 bo zmerbesb 3069er emobeobo (1879-1931) bsdHmIdo: ArdHo30 boboGob 6903690 (1915; 1922). obo- 
emgon: Zbigniew Czeczot - Gawrak, Zarys dziejow teorii filmu pierwszego pi¢cdziesieciolecia. 1895 - 1945, Wroclaw: 
Zaktad Narodowy im. Ossolinskich, 1977, p. 63 and Jerzy Toeplitz, Historia sztuki filmowe] (vol. 1), Warszawa: 
Filmowa Agencja Wydawnicza, 1955, pp. 199-200. 
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yoms30b (1882-1942) Qomdb dmabbybo9d96, GmamMHy Z0oyoemyMH Lodambnsb*. sdob asMes, 
aym L630 Myba bodgmms bae~mmgebo, 306(3 yyMseE~rg|ds dgshgmMs Bmmagmboanb (36960%9, m- 
aMMH(3 A~GIJEMM'DH, MEAgembo3 dgydemns oebgMeb jabgdoGmaMogoyomo dob& Moo (Helman 
& Ostaszewski, 2010: 69). MayabmMMIs LaMaga 90%96dG 0690 (1 898-1948) 306 gd08mMaMogosdo 
8MEMIQMbaYNMA asder3c@am|dnb A~ JS aosdms3bo~@so, MmMamMm3 bdmgobgd0b, gmb&oxydgdn0b, 
RBgqMabs os ImAdge@gdab FMm-gMaN asdogMonsbydgemo. gobgbdIG 060 306mg bLoydMmmdb, 
AMaMM’3 smeagmbayM dbom3ambg, Mmdgemda:3 aobbb63039d4yem0 bdgdnb IAmbIgbs/~Wobsb3o0 
Agbsdengagemn. jabgdoGmaMogoa ym bsddg3gmab mMasbyemo ghamds ob939 oym JoMary- 
ma BMEMagMbaynMa AMbHogyob 8Mabiyod0mM, MHmamm3 Byaob baemmgZbgdo0do. g0%%g6d 8 06d 
SNGo9(3o AybazomyMo LOM yd ®qjyMab a~wge, AMdIgma(3 Ramdgdobagab dgndemgdo sbhoemmase 
asdmeagh. gadbgbdG g0bo gomdb bgw@ogb, MmamM3 JhoZzomaq{Mmgo0bo gmgdq68 dob 8mem0- 
QMboM BmMIBeEngdbb, GmAQma(3 JodsHarymos QobsemyMo (n@Ejoe Ho) Jg~e@ga0b396. 


L639 ,.8memngmbng6n“ 

09-20 boy3qbob dgmmy bobg30Mdo ,gmemagmbaab™ (36969 493M sgoc~gdoyM cwob(3o3e@mo- 
Bsdo @sd330@MMHS — 8g9eESaMaAngedGO, YayMbomoabSagobs wo IMmMGa3o0do. 380H39~ Moagdo, 
8MMQ\Mbos MaGMoGyMye 330939000 cmdabaMy|db, dmMogo~m bdsbg gAmyqbaMmgd0m — 
M3 bdaMse@ aoagdymos, MHmammM3 Lbgo@obb30 M3gombobMabo, gow@de3gdqemn L6ge~@obb30 
Iabamdagemab dagm. gmb3MmgGyemo bobomdmgdab aobbamsgoabob, smab gb Mmdebo my 3-900, 
J 33093MJd0 aobbobM3Mo396 dob ImemagmbayM danbgdob, 0d 39Mox~om, Md GH yqb&gJodo 
,I94dbam@mas dho30~ bdedo* (Dickinson, 2011: 113). 90d (369d0b aodmygbgdabeb og &mmydb 
yoesn dga3zobbg6mb, Md ,dmemagmbns, Imgmgeo, [...] GFAMEMMYymseo dmazonbMmdb 9MH- 
mb 7 d98 ab&mMosb. gh Anbogos, Mmdgmna3 ognbgdb dmogemmdnmmdsbh — ghana dbMos, 
JHMMBgj{MM3b9d0b, dgmMHQ dbMg3 30 — Jombob bo(33~@moe@" (Bringhurst, 1997: 114). sbgmo dmo- 
39e™mdMasbo boMsSogab DbadZzbgemmds AsmobsdMeas asdmboH3ab ogmg6GyMmdobmob, Mo~@aob 
LyxgMme@om, Mmd bLabngbaM {dy QMMdQdL, WIq9mM aomoMamgdab oma Bdmbe@om, Mo(3 
dgbodmgdemmdeb admgme@s, Imagbdobs Mosd~@gbnd9 dadLbMyemgdgemn; odobmob, gb boamdbm- 
BEMSO 830M JOS ,obMaL Homma aoagdsbs o syMIbSyMoeo Cws(330b wo, sdeEgbsw@ 3m- 
dy6030(300b" (Eaves & Walton, 2013: 67). doybge@o30e@ adaobs, md, dahomow@s@, sMbydmdb 
dgjms6bd9d9, my Go sMob 8meEmagmbos (Lee, 2002: 54), KIM 30093 Loamdbmdn asbbb63039d00 
09 bLogambosb wsjo3doMgd0mM, My MmamM bmM3ngmeagds ob mas MoGyMymo bobomdm- 
goob homAmgddo. SmangMan 3dG 30(39db, md gb bdgd0 gFmnEOEMM AME Yooo LoydMmd~e@bg6 
(Dickinson, 2011: 113), b63960 — we 960% emob dbasgbo~@ — ssoMoGgbrdob obogqadg6 bdgd0b 
Mobdnd@g3M4y~M foMageb (0439: 54). mob mobobdse, aobbmM3agemgdyyemo BmMemagmbns oby 
rOgQbLaZab ImemoMaGyemo Logyemo" 06393b 33cmomgdsb youMo~mdnb gogMansdo, M3 aobo- 
80MMS]db ,boboMdM|dnb HMogdG\mMoob", MMAgMA’3 ,deybgdM0Z9E 8MEmagQmMbayMa ofbgd0" 
(0439: 223). ob aobsbb3039db AgqbogomyM Ed MH MoGHyQMy Immogmbosb wo sddmdab, 
Mod ,MmagmboyMHo dybage gaabs wes 0d939 EMMb dmdMhomdb mM 96 498 Age~menyM bo- 
bsddo o, [...]. IMmogmbayMn Img boo asbbb3039dqemn0. ab drdMomdb gman Fmbsemmdn~@sb 
dgmmMgdo, mobdadeg3Myemo bdgdab d9d39md0m” (o439-: 54). L630 La®y39d0m Mmd 34300, 
moabagab gb omob gman bdo, Mmdge~n(3 0(33~gd0 adab dobj~m@3Z0M, My Mo Bnbsomd~gamds 
JEMd 9d. CMO A3Md30O0Mdb 8Memngmbaab abgm avsagdosb, Hmdgema3 WQRMM Dho3~mmdanna d9g- 


*960dg6gramgobos RBMoae@Mab AQMboyb 1922 Bemob gomdo Nosferatu — eine Symphonie des Grauens, eo 3m™- 
9 Mj8dobob 1927 Beob go~mdo Berlin — die Sinfonie der GroBstadt. 


> (smdngm0 Romdgdabagab: xogdbmboba 38m80md 3060 (1925) omg dbobeg 69390 (1938) »6 03069 dmobbsby 
(30%39e0 bsbo~m0 — 1944). 
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Lodemgdgmo (33mamydabasb dg~@agdo, 30EM] Dhogoma9Mmgbgd0b gMans6mdnbaeb. 

aoMeos sdabo, mabagabGagodo a36e@9d0 8memagmbaab 30093 JMm aosbdoM SH do, bowor3 
ab 7 303d0MEOJd9 0d 330EM dr 389Mb394.8039db (Jog.., d9 m30Mmb: d9/A396; LosomabsoMmme, 
6630: d96/obabo), Gmdemgd0(3 bodSb —jbZ0d96 dom 9394 9H dgbodgdob (Flottum, 2005: 29-44). 
8MEMQ\MbaYMa 89b38948o30b bobgemam (36mdoemn, ab ,a3gmo3g0ObMdb bsd9(3609MM Cwob3gyMbob 
Jbod369emMZ96 AgmmeEmeEmmanym Inabgdob* (0439). aobbbgo39dyem0 39Mb394 803960 — 99 
©d bb639d0, 9b939, bdaMee@ asbabamgds 8memnFogsdo, Lows(73 8memagmbaab (36930 RoMame 
aosdmaygbgd9 Co 8BMEMnGodbjdyem09, AmMamH(3 LA|MoG Qo &yMdabo. ogo aodmbsGogb mo- 
Bsdg@MM39 Lobmasamgdab dhogoem-dbms3omosb, dMogoem-bdosb gofGqmMob wo aoboboms- 
do, MMamMH(3 ,boymengMn da~amdes, od asagdam, Mmd bLoob goMmyma NMongha|dge@ dob 
aobbb63039d4q4m™ 8039db wo, sdeEgbs@, s9dj39M939db WomMoMy~@ wo dybeEMZ06 a bo3Zb0~™]db” 
(Flettum, 2005: 29-44). 

Oy WogqMobbdg7doM SMabasoMbHb, MmdAgemn(3 998 30(39db, Mmd ,dboRmom &memnQm- 
Bayo s@anmos” (Bringhurst, 1997:117), dsdob asm3gdo0b a9M9d9 bes Ingn@Ma 8meEmnger- 
Boab (36960b MamMMagdab asdMogemgd9, MHMdI~M]d0(3 gbdosbgd096 BmemnG344M com|&MHabgab’, 
dob AyemBogebomdam|dn6 9 3b G34 9Rgq4I HL, SgdomemmanyMan dambyggqd0b BxymBymoby 
ao3gm bob (Curtis, 1978), o6 A6~@q7d096 sbOMM8mMemma|nyM gmbmaMogoaosda, (3~@0m~mMd96, obocmo 
RoJGHyMycmo LAMoSha0gdab ngombobMabam, aowosbyjemb jo3mdMomdab agmaMsgosb?®. 

8MemgmMbaab (3699, 06939, aedmnyg76gd0, MMamMM?3 JgnmemmmannMo byMbo bobbso3~@m 
Imegmgdob aosbbobomagmoe@, Mo~@asb dohbgyemns, Mmd ogo aggbdoMgds ao3gnsbMmm aob- 
L63039d4m0 bdgdab dfmbg dmMogom@mo abengn@absmgab aom3gemoabbabgdyemo od Imeagmydab 
SMs8MMabmbaM d9e@0 bobosomn (Pas, 2010). 3meagmbaob (369d0b boob& Mg{LmM aoagds bo- 
M39b amgadb Lr3ns~@myMa dq(3609MQdg9d0~06, Lows3 ob dadeEgabsoMos@ss asbdsMs& denn: 
WOOIJS, MMAQEdA(3 Msd~@gb6ndg bdo MoZdImyMamns BmddEg|byMH 3m6(39e3(309d0, Mmdgeda(3 
ab~engZnEyoEmyMo bdg7d0 aboMAybg9dg6 Coder 30~]dgE~™ NEIJHBMdob, bo(33~moe@ QMa dmbmgym- 
bam bdsdo ab&yamMoMydabes o6 L630 BmdmeambayMoa bdobow@dn ~Cs43q9d~@qdoMgd0bo" (Castello 
da sxv. 2013: 688). 3meagmboaab (369d0b, 96939, dadoMas396 LowabyM&o(30m bedMmdg9dd0(3, 
AmMegbs3 89Mb8948o39d0b 398 qMmagbyMmdob aosboboeme396 (Carter ~o L6ge 2003: 290-304). 
MVd(35, MMAMM’?Z 038MM Jd0 048 30(39096, 3meagmbns 0M dando do wobsby~m ofdob dbm- 
MME gMad dbMa~wsb, FMM CoM |daMn MOM|ZdyYmM|dn~@sb, Mo~@aeb dob, ob939, Jg~ydemoo 
asdmabgamb 3mbemod&o wes daxymobbdgdcmmds (Christensen and at all 2011: 457-474). 

8MemMnQmMbaab (369d0 yeyMbomabGyM 3B3emg30M dsemmagddayz Ab~@gds. 8mMEmagmbayMo 
36(39R(300b dobGHabab o38mMMmdoby] oJfo(3 dasynamgdg6. 068 9Mbg8 bogM(39do asdra dye 
aobbb3039d4q4m Zo0Moy~@ gob o~oM|dg96 ,bdgdb, Mmdemgda(3_ Mogabmogda(3_ Lbgemd96, ~y80- 
MabsoMegdnsb 30E9(3 Wo gbabssmd~wjagdnsb badabdagM doMB3 d(3@gemmodob, 8omdmbo- 
BIdye~M adbsb doma AMhogembsbm3by7d9 sMobGodam AM babmgbdo”. Doybg~@o30@ sdobos, gb 
908 30(39db, Mmd demmadn Bde 30(309d0b aobmogbgd0b bobamdemngmds dAydomdb dom 
»Zodd~mgmdo0bq” (Hevern, 2004: 330-331). 


Sodas smabodbmb, Mmd dsMabasymb Bob dagm &gMdobob ,8MM09M6OS” asodmygbgdob Lboymagmoom 3md9q6- 
8aM{d9 Ed ZobLYXo IAmy3o0 1990-n960 Bergdob gobs~sdo. obo~gm: Jan Zwicky, "Being, Polyphony, Lyric: An Open 
Letter to Robert Bringhurst', Canadian Literature, vol. 156, 1998, pp. 181-184; Sean Kane, 'Polyphonic Myth: A Reply 
to Robert Bringhurst', Canadian Literature, vol. 188, 1998, pp. 184-192. 


Ia omoonabagab obo~@ gm: Robert A. Schapiro, Polyphonic Federalism: Toward the Protection of Fundamental 
Rights, Chicago and London: the University of Chicago Press, 2009. 


§ os gagmgda0 obog~gm: Philip Crang, 'The Politics of Polyphony: Reconfigurations in Geographical Authority’, 
Environment & Planning D: Society & Space, vol. 10, 1992, pp. 527-49. The author claims that he personally is rather 
ambivalent about the usefulness of the concept of polyphony in human geography. 
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A-nboyb 3memngmba z4qbo wes dMdm 8memngmboa 34bo 

Agbodemgdgemos, dbmMgAmom adaGmdss shamo ImemagmbayMa sw@anmo, Mmd A396 30MM 
8MEMagQMbaNMa sMHbgd9d0? MIM BMemgMbazqbo@ abb94609696 Dob, 30bo(3 Igxydemoe dob- 
dgbs, Loydomo, LadmgMes, 3ambZe @d (39332 — Y¥3g9C7oR2gMO FMS. 8BmMdM IMEmagmbogybob 
Mamgyema Jdg7~@ Ido, aobbodbo3Mgd0b Mmobsbds@, Mogaba doboboomgdmydam IMo30e-dadoM- 
oymgdnsbos. oXbsema G9d(3M3b30 wobegb 3307g939ddo dG 30(390b 8meogmbayMmdob (369d0b 
gmddemgqbymmdob, aby, MmammM3 ob aodmaygbgde gmbmdyboagmemmanosda, Mmegbs(3 ‘bg9dmm 
bsbbybgdmoa06 domemme ghMm ofGagmdeb — dmbdgbob aobabome3g96 (Zemtsovsky, 2004, 25- 
31). ab bsdb qbgedb ,gmmogmboaymo Ldgbab bogommgdsb", Mmdgmai3 CEg3b ,smemagmbayM 
4(39godo* (o4g9.: 25) 40. ob B9bL: ,0b939, GmamH(3 B9dobdagM asbgnmoMyay~m, MobsdIgEMM- 
39 Jayem®&yModoa sMbygdmadb Aybogomymoa LIgbab Msdegbod9 Goso, 0b939, mamgyem0 Agqbasbo 
boMdms@agbb mmMasbobdb Moedegbadg Lagbom. A396 aggbdob ob, M3 30Mm, bodme~mmme 
go — ob, 306(3 39%m” (o439.: 26). sde@gb6o@, 933e~mg39H0 SZoMoMHQdb 8mMd—M Bmeagmbog3ybob 
a@ gob, se@odosbab dboSG\gMyemo dgImAdgeE gdab AMogZ0emyqMmg06a ob3q4 8 dob bodasbdom 
(3emuoBcKni, 2015). 

dodab, dabodemgdgemns, 8memagmbas aymb o~sdoosbab dqbgdabo wo BymByMob ods696- 
HAM Mgab9Qdo, MMIgem(3 Mogabmogb boyzqmgbme Aybazodo aodmbsGo3b? aobbb3039047- 
CMa, JAMEMMYmse boMdImeEg bam bodgdnb/bdgQdnb 3mddnbaMgdo0b o~ ge, MmdAGe@aA(3 Iej~ood 
SMa dgds, MmamH3 Csdmyjza~@gdgemo, JoaMsd Ms~Mo(30M Wodjo3dOM dyn, Ssdobmseb, sd~@gb 
coab3ademaboby ao3m bob d4mbg, Mmamm™3 AmdmodoM] 3™M6(399(309, QAM yO~|Z Beomdb 
aobybobm3MJem 38m 8B 6(300e~™b, oMo domme IMEMEmMbosboo6? cmodsaMabsoM 9d9dGo, sMsdg0, 
AHmamG3 bodman asbbmGsngmydo wyg0bobe: In Varietate Concordia (g56b63039d4emm0 
J.905664940/099705660939eMM5 J90566474505). ds63d 3MEogQmboab ow@ge IEnM\ COM 0(33c~rob 
mog0b dbnd3zbgemmedob adsebosb wodmyjaw@gdyemgdodo, my bow, MmMe@ab wo 3ab JogM asdmagy- 
jogo, dabo ombo, Mmamm3 hobb, (33emgemn, JoMo~wayenais goo. ‘WBmMaxghM 8gMdAQbg3ZGog~E> 
byMbs~e Imbdmdnen, BmMagghM, YoOMomme, IMEYMH bLaGhy30o o6G MIM GomMgdyem0 ,,3memo- 
RBMboo", MMam*(3 (369d, OM JdmMEME agg6doM|{do aobbb3go39dyem0 LAMY 8yMgd0b dobo- 
asba mmMasbodgd0b asagdsdn, oModge@, M973 Q3MM DbodZbg~mmgobne, Aggbb wodmyjnw@ jd4- 
mgdob, Aggbb seodnsbyym Imoxzobgmdob beab d93M0@ ym3mabdmd33gemb. ob R040, md 
A396, s@odosbgdn, 8memnammdsg]do 30MM, Jgazgadmos dgZ9@9MMM2 8Memagmbnob; aba, Mmd 
A396 aobbb303964em drbodMgd9db aodmg3bsGo3m, dgagadmose dg3g0mohima Immogmboosb ws, 
dmemmb, ob, Mmd dbogmoam godmb3gdb aobbb3o39d4m dagmadbs wo bdgdb, aobi3c@amb 
JAMEMMIAMMdsbs Wo Mobdnd~@|73MMdsda — g7bg(3 Lb3go sMoggMns, My SMo 8mMngQmbno. 


asMadbs dono y~494-9b9d9d 


Bogomoonaboogob: 8MMIQMbns, MmMamMM3 aogmgbob dfmby QByanb gmmde — bmbsS&qmMa gRmMdab bodso- 
MabsoMmMe ayrm Eosbsbymo ogaqh& som~mdob JogmM, GmammM3 AybogomynMHo BqmMByMab Jdbse@mdsda mmo 
dodmdMo39dg9m0 doma~@sb gMa-gMo0. obog~gm: August Halm t Munich: Georg Muller, 1913. 
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THE NOTION OF POLYPHONY AS A TRAVELLING CONCEPT — SHORT 
OVERVIEW 


While looking at the history of ideas it is clear that certain intellectual modes seem to prevail in 
certain times, impacting thinkers and scholars who willingly mould their terminology so that it fits the 
overall tendencies. Thus, it may be speculated, that it is these specific concepts that actively shape the 
intellectual climate of the given cultural era, being — in fact — its vital components. These specific concepts 
transgress the borders of disciplines in which they originate: used in completely novel areas and often 
unexpected contexts they prove their intellectual capacity by acquiring slightly or completely altered 
meanings and connotations which may result in far-fetching implications, even new significance. This 
ability of some concepts to be applied metaphorically, and to denote original ideas was noted by Mieke 
Bal who wrote ,,concepts are not fixed. They travel — between disciplines, between individual scholars, 
between historical periods, and between geographically dispersed academic communities" (Bal, 2002: 
24). Hence she suggested to tag these influential concepts as travelling ones (the name nomadic is also 
used alternatively). 

In this paper I look at the term 'polyphony' as an example of such a travelling concept. While 
'polyphony' seems a very typical musicological term, in fact it is one of the most influential travelling 
concepts, the one whose tremendous career in other disciplines — e.g. literature and film studies or 
philosophy — should be acknowledged since traditionally it has usually been musicology that borrowed 
terminology from other disciplines. Furthermore, the concept of polyphony, while copied from music 
theory to other studies, underwent the process of re-defining, elaboration, finally even its characteristics 
became extended in comparison to the original meaning. As a consequence, the word 'polyphony' gained 
new aspects and connotations. Musicologists and ethnomusicologists of the 21‘ century are acutely 
aware of this tremendous resonance the concept of polyphony caused in humanistic and natural sciences: 
accordingly they have started introducing the term into their writings with its, so to say, amplified 
implications pointing to the new, hidden features behind this concept. 


Musicology and its terminology: preliminary comments 

Musicology has always been open towards other disciplines, willingly borrowing their terminology. 
In the 19" century, newly established as a musical science Musikwissenschaft immediately welcomed the 
application of scientific ideas from a variety of areas since its methodological clarity was to find reflection 
in the adapted concepts able to capture the scientificity of the new discipline. Consequently musicology 
found itself in the need of inventing or, rather re-inventing, the language(s) for describing music. In fact, 
in the 19th century various types of rhetoric had already been at musicologists' disposal, resulting in a 
multitude of comparisons and metaphors! 


"among prevailing tendencies inherited from previous epochs one can name describing music with the use of notions 
referring to emotions (affects), or introducing vocabulary connected with linguistics. Oftentimes music was perceived as 
a specific language possessing its own, musical grammar. See more: Michael Egers and Matthias Rothe, 'Einleitung’, in: 
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(Eggers & Rothe, 2009: 10-11). While talking about music 1t was common to resort to words linked 
with architecture, mathematics as well as to biological terminology. The adaptation of the terminology 
was, however, highly selective, yet the infiltration of borrowed concepts enabled ossification of the 
musicological language facilitating communication between musicologists, music lovers and music 
critics, etc (Dorries, 2002: 1-20). 

As it seems that it is musicology that predominantly makes use of borrowed concepts and adapted 
terminology from other disciplines, the career of musicological terms in other disciplines should be 
acknowledged. Indeed, as already mentioned, one such a concept is 'polyphony’. 


From literature to cinematography 

'Polyphony' seems a typical musicological term referring to the type of texture, often discussed in 
reference to various genres (fugue, canon, etc.), commented from the historical perspective, debated as 
both vocal and instrumental phenomenon developing tn artistic and folk music. However, 'polyphony' 
became also the notion willingly used in a number of academic disciplines including, but not limited 
to, literature, cinematography, pedagogy, geography, politics. It is the Russian scholar, philosopher and 
literary critic Mikhail Bakhtin (1895-1975) who should be credited with the popularization of the notion 
in its non-musicological context. His interest in the term sparked off the number of other appliances with 
authors often citing Bakhtin's influential role in their adaptation of the word 'polyphony'. The vitality of 
the term is attested not only by its widespread attractiveness to various scholars, but also evident in its 
various re-interpretations, new and elaborated understandings as suggested also by musicologists and 
ethnomusicologist themselves. It seems that having travelled extensively to other disciplines, the term 
‘polyphony’ has returned to the field of music theory, however already enriched by new perspectives and 
charged with new contexts. 

The career of the term 'polyphony' can be traced back to the 1920s when Bakhtin was working on 
interpretation of Dostoevsky's output. These were the times when the problem of artistic creativity seemed 
one of the central themes for Russian philosophers’ . In his early, ground-breaking study on Dostoevsky 
Problemy tvorchestva Dostoevskogo (1929) Bakhtin introduced the concept of polyphony while talking 
about specific narrative which enables presentation of various, even conflicting viewpoints related by 
many-sided, different voices. Polyphony is the result of many voices heard — that of the narrator, but also 
characters of a text. Thus polyphonic narrative works as a source of profoundly insight. Also the quasi- 
simultaneous presentation of many narratives voices produces the effect of the polyphonic authorship. 
As Bakhtin claims while applying this "polyphonic organization" of his novels Dostoevsky was able 
to distance from his own heroes who were "free people, capable of standing alongside their creator, 
capable of not agreeing with him and even rebelling against him" (Bakhtin, 1984: 6). Diversity of many 
points of view do not lead to their ultimate synthesis: the "plurality of unmerged consciousnesses" hidden 
behind the facades of individual characters remains "within the limits of individual consciousnesses". In 
other words Dostoevsky's polyphony is similar to "an eternal harmony of unmerged voices or [...] their 


Michael Eggers, Matthias Rothe (eds.) Wissenschaftsgeschichte als Begriffsgeschichte. Terminologische Umbriiache 
im Entstehungsprozess der modernen Wissenschaften, Bielefeld: Transcript, 2009, pp.10-11 


* At that time the works on the topic wrote also Fyodor A. Stepun: Life and creation (1923) or Nikolai A. Berdyaev: 
The Meaning of the Creative Act (1916). While at the beginning of the 20th century the life and works of Dostoyevski 
were extensively analysed and commented, also both of these authors dedicated some of their writings to this prob- 
lems: See: Berdyaev's Dostoevsky: An Interpretation (1923; 1934) and Stepun's Dostoewskij und Tolstoj. Christentum 
und soziale Revolution (1961). 
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unceasing and irreconcilable quarrel". 

The use of the concept of many voices as polyphony enables Bakhtin to explain Dostoyevsky's 
narrative in terms of tragedy "in accordance with the principle of catastrophic development, to bring 
together in conflicted coexistence the nonsimultaneous moments of (modern, rootless) selfhood 
and (residual, monologic) otherness" (Kliger, 2011:84). Ilia Kliger suggests even that that Bakhtin's 
interpretation of Dostoyevsky's novels as polyphonic ones "may be best understood as an attempt to 
rethink the category of the tragic for the conditions of an uneven modernity". 

To a certain degree the appliance of the concept of polyphony was Bakhtin's answer to the condition 
of the modernity in the early 20th century. He developed it from various sources, including his critical 
reading of other literary scholars, as well as from religious thought. It was the article entitled 'Dostoevsky 
and the Tragedy Novel' (1911) by the poet and scholar’ Vyacheslav Ivanov (1866-1949) that influenced 
Bakhtin's understanding of polyphony and monologue as two principles ruling the artistic creation and as 
two rules impacting opposing worldviews (Bocharov, 2000: 346). 

Especially the concept of polyphony proved inspiring for him as it resonated with the Trinitarian 
concept of unity within diversity and the notion of social discourse (Mihailovic, 1997: 1). Bakhtin 
believed that while discussing and disagreeing opponents do not need to fall under the category of right 
and wrong: the truth is also pluralistic, 1.e. polyphonic. Even if stmultaneous statements are to be judged 
as contradictory, it is their coexistence that results in truth. Each and single voice 1s thus equally important 
and constituent for the truth. 

At the time when polyphony as a concept was utilized in the theory of literature it also penetrated 
theory of film — relatively new and well developing art. The use of the terms borrowed from music theory 
in the early cinematography was, as a matter of fact, a common practice at that time’. For example the 
form of the film was compared with musical genres (Munsterberg, 1916: 189), e.g. for the French director 
Germaine Dulac (1882-1942) film was like a visual symphony*. However it was another Russian/Soviet 
artist who dwelt on the notion of polyphony as an ideal enabling description of the cinematographic 
arcana (Helman & Ostaszewski, 2010: 69). The director Sergei Eisenstein (1898-1948) proclaimed the 
idea of polyphonic experience in cinematography as the one unifying sound, costume, colour and action. 
Eisenstein talked about film as a polyphonic tissue in which various voices can be heard/seen. The organic 
unity of the cinematographic work was governed by the principle of polyphonic montage, as 1n the art of 
fugue Eisenstein seized the ideal musical structure which could be used as an analogy for films. Eisenstein 
saw film as a polyphonic complex of various elements, collaborating towards the final (perfect) result. 


Other ‘polyphonies’ 
In the second half of the 20" century the concept of 'polyphony' settled for good in many 
academic disinclines — from pedagogy, to journalism and politics. Foremost, however, polyphony 


3 Already in 1911 Ricciotto Canudo (1879-1923), the author of La nascita di una sesta arte wrote about the rhythm of 
film, followed by Nicholas Vachel Lindsay (1879-1931) in his The Art of the Moving Picture (1915; 1922). See Zbig- 
niew Czeczot - Gawrak, Zarys dziejow teori filmu pierwszego pie¢cdziesieciolecia. 1895 - 1945, Wroclaw: Zaktad 
Narodowy im. Ossolinskich, 1977, p. 63 and Jerzy Toeplitz, Historia sztuki filmowej (vol. 1), Warszawa: Filmowa 
Agencja Wydawnicza, 1955, pp. 199-200. 


4Notebene Friedrich Murnau's 1922 film was entitled Nosferatu — eine Symphonie des Grauens, and Walter Rutt- 
mann's 1927 film was known as Berlin — die Sinfonie der Grofstadt. 


Well known for such film as Battleship Potemkin (1925), Alexander Nevsky (1938) or Ivan the Terrible (part 1- 
1944). 
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dominated literature studies with the focus on many voices — often understood as different points of 
views uttered by independent narrators. When discussing particular works, be it novels or poems, 
scholars determined their polyphonic nature by suggesting that the scripts are "composed of many 
voices" (Dickinson, 2011: 113). While applying this concept authors would remind that "polyphony, 
in short, is [...] telling more than one story, at once. It is music that insists on multiplicity — instead 
of uniformity on the one side and chaos on the other" (Bringhurst, 1997: 114) . The meaning of 
such multi-layered narrative was equalled with authenticity of representation because it was believed 
that the synthesising form could, to the best extend, enable several actors to be heard and would 
greatly facilitate "meanings to be transparently elucidated and authentically preserved, thereby 
communicating" (Eaves & Walton, 2013: 67). Although there seems to exist a general consensus as 
to what polyphony is (Lee, 2002: 54), yet there are visible differences concerning the question how 
it is executed within a literary piece of work. Some would argue that these voices should be speaking 
simultaneously (Dickinson, 2011: 113), others - like Dennis Lee - would rather advocate consecutive 
scoring of voices (ibid.: 54). According to Lee, an embodied polyphony called "polyrhythmic body 
music" prompts shifts in energies of sonic presentations resulting in "the trajectory of the poem" that 
"will be naturally polyphonic" (ibid.: 223). He differentiates between musical and literary polyphony 
saying that "polyphonic music traces out two or more melodic lines at the same time, [...]. Polyphonic 
poetry is different. It moves from one tonality to another, and on through consecutive voices" (ibid.: 
54). In other words, for Lee it is the single voice that counts, yet transformed and altered depending on 
what it encounters. He proposes understanding of polyphony as a singularity made up from a plurality 
of possible changes, rather than unity of diversities. 

Yet, another definition of polyphony is to be met in the field of linguistics where it refers to 
the adopted perspectives (e.g. self: I/we versus other: you/they), stressing the possibility of their 
fruitful combination (Flettum, 2005: 29-44). Known then as the polyphonic perspective, it "offers an 
important methodological insight into the study of scientific discourse" (ibid.). Different perspectives 
— self and other are also often discussed in the realm of politics where the concept of polyphony is 
willingly applied and politicized as a strategic term describing multi-fabric, multi-vocal texture of 
contemporary societies, and seen as "a fruitful approach in the sense that it reveals different types of 
hidden interaction and thus uncovers implicit and unclear messages" (Flottum, 2005: 29-44). 

If we are to agree with Bringhurst® who insists that "the world is a polyphonic place" Bringhurst, 
1997:117), then as no surprise we should welcome the multiplication of theories dwelling on the 
concept of polyphony and making references to its multidimensional acoustic effect in relation to 
political doctrines’, technological advances impacting culture (Curtis, 1978) or appearing within the 
anthropological ethnography while trying to revise the human geography by the means of new textual 
strategies*. The concept of polyphony is also used as a methodological tool while discussing learning 
modes, since polyphony is believed to help understand its unpredictable character (nezavershennost) 


It is worth noting that Bringhurst's use of the term 'polyphony' was widely commented and debated in the late 1990s in Can- 
ada. See: Jan Zwicky, 'Being, Polyphony, Lyric: An Open Letter to Robert Bringhurst'’, Canadian Literature, vol. 156, 1998, 
pp. 181-184; Sean Kane, 'Polyphonic Myth: A Reply to Robert Bringhurst’, Canadian Literature, vol. 188, 1998, pp. 184-192. 


TSee for example Robert A. Schapiro, Polyphonic Federalism: Toward the Protection of Fundamental Rights, Chicago 
and London: the University of Chicago Press, 2009. 


SSee more: Philip Crang, 'The Politics of Polyphony: Reconfigurations in Geographical Authority', Environment & 
Planning D: Society & Space, vol. 10, 1992, pp. 527-49. The author claims that he personally is rather ambivalent 
about the usefulness of the concept of polyphony in human geography. 
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as represented by many individuals with different voices (Pas, 2010). Interesting appliance of the 
concept of polyphony comes from social sciences where it is defined as "the idea that several voices 
are combined into a complex concept in which the individual voices can remain independent identities 
instead of being integrated into one monophonic voice or instead of being dominated by another 
homophonic voice" (Castello and at all 2013: 688). The labour work theses also make use of the 
concept of polyphony while discussing the heterogeneity of perspectives (Carter and at all 2003: 290- 
304). However, as authors assert, polyphony cannot be seen as a one-sided, i.e. only positive value, 
since it may also generate conflict and dissent (Christensen and at all 2011: 457-474). 

In journalism studies the concept of polyphony was introduced in the research on blogs, and 
Bakhtin's polyphonic conception of authorship was reminded. Different opinions expressed online are 
compared with "voices within the self [which] are varied, even oppositional, and resist any simple attempt 
to harmonize their multiplicity into an unstable synthesis", however it is attested that the continuation of 
blog postings over time works towards their "enduring positions" (Hevern, 2004: 330-331). 


Mundus polyphonicus and homo polyphonicus 

Perhaps then, the world is such a polyphonic place because we are polyphonic creatures? 
Homo polyphonicus will be characterised as someone who listens, speaks, sings, reads, and dances 
—all at once. And every single action undertaken by a homo polyphonicus is, by definition, multi- 
directional in its character. In his recent studies Izaly I. Zemtsovsky proves the complexity of the 
concept of polyphony as applied in the realm of ethnomusicology when discussing just one of the 
above mentioned activities — listening (Zemtsovsky, 2004: 25-31). He emphasizes "the necessity of 
polyphonic hearing", as embedded into "polyphonic behaviour" (ibid.: 25). He writes that "just as 
in every developed, contemporary culture several types of musical hearing exist, so does each of 
us represent an organism with several hearings. We hear what we are — and ultimately, who we are" 
(ibid.: 26). Hence, the scholar develops the idea of the homo polyphonicus underlining multifarious 
aspects of human artistic creativity (3emuosBcKui, 2015). 

Is it then possible that polyphony is an immanent feature of human nature and culture, which 
manifests itself to the best extend in music? The idea of combining distinct, simultaneously presented 
lines/voices — invariably perceived as independent but somehow related — impacted so many 
disciplines and yet 'polyphony' as a travelling concept still possess unlimited potential, not only in 
opposition to monophony’, but also as a ultimate embodiment of the motto In Varietate Concordia. 
And while the idea of polyphony slightly changes its meaning depending on where, when and by 
whom it is used, the essence of it seems stable, even timeless. Sometimes used as a hermeneutic tool, 
sometimes interpreted as a mere buzzword, 'polyphony' as a concept not only helps us understand 
the internal organization of various structures, but more importantly makes our own disposition, our 
human agency, more comprehensive. The fact that we, people are polyglots — can be compared with 
polyphony, the fact that we, people express different points of views can be compared with polyphony, 
finally the fact that the world produces different sounds and voices experienced simultaneously and 
consecutively — is nothing else but polyphony. 


For example, polyphony as influencing fugal form versus sonata form, was seen by August Halm as one of two driv- 
ing forces creating musical culture. See: August Halm Von zwei Kulturen der Musik, Munich: Georg Miller, 1913. 
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930M 90676 Jocmodymoa (36m3aMgd0b LOMosgo@ DJodenbsM) Mygo~mmdsd9. Doma dm30600 
,09d90M6 Lodbmasomg|ds Baym yMyemoa &Mo48o30b dgd3qmdom, MmMdgema3 oMab JoMBogo, 
modobo ~@s Jbad36gemm3060" (3mbo 3948030, 2015). dom yo~osm sommMdobmb amabymo 
BMMZLMMMN Ed QBMM3MmMMymo baemM3ZbgAd9 JomoyM gmbH JLGdo, Eo93039dyemgd0 oMosb 
HMoea30ym0 baemmMbb6mdom, bodegmgdob dobMmymgdam, bobedo Imy3oboma byMbomoab- 
396 Loddgemoab dmd bse gdnms Od (330M, d9Mgdobse wos Jd3Zq76bagMa bLagM(39g9d0b Imdgbygd0m 
Od 3MMJdmagdnbs ~s Embabdagdgdob EMMb RoMam bLodBmasem|dabagab ym3zgemngg odoab 
aobooM 00. 

boob &gMgbmo, Md Esdaydbgdgem0 baRB8mMabL, dmygbo 8Ma(30bsb dabg~@30m, ,,bLodegmab/ 
Ldab/bme3cmab beam [bow@omg|do] boMdmo~@agbos doma 3mm gd 8oyMo ba~@30b fodmyom- 
adgdob bobyobo 8Hm39bob bsbomb" (gergdGGmbjemo dadmbymo, 2016) @s bodmegmse — 
AobyyM MSO Ed 303dNM {dye 0d O68 MeEab(3o8mnbsMy~mo dyogdob asdm3e@amM|dobmob — 
RN6J(30MbaM {d~@0 AyobagMs@, AHMamMM3 Lob’masamgdob ddgbgdemmedob do~mnsb mMasbhymo 
Boban. domo, MmMamM(3 aodmdbsbsgemmdamn baemmsbgd0b bL38gq30smoab&gdo0b bobyabo bo- 
YoMM LobmasomgdoMago Aydomds obobo3b y3Mos0bymo QmB{e~mmMMymo byemMbbmdom, mb- 
GoGmdan abbsoMaMydyeo boemsbgdob, Gmdgemai3 Lodmmmme go03M(39me@o dsabs639d0b, 
qoMagzob, woeybab ggmgdob, QmmymmmMyma bodegMadnbs ed (39339006 wns bogomm 
3MHJdmy39809, 06939, BoMdmeagbamn aym jomgbosmMy~m ombabdogd96bg, MmMI~m|dbo3 
43gdmoa aosb3nbomos3. 

y3gmobg dImogoMoas, Md gmbod bgemo dgybym q3Monbyemoa joomgbw@oMy~moa ombobdag- 
d9d0L aomoMamydob; omboadbyomn aos~wosndbsMas 3.RMmm Dbad3bg~mm306 ombabdogdgddo, 
Mmdmg|d0(3._ Mad AYM oMogZMoabgmmomgab ws Jma(303@0 bamMboeddgb, (393306 Co 8me~mo- 
ambaxyMa Lodegmgdob dgbmymgdob. 


gabosb embabdngd960 ws 3mMJdmgyg60 

jabs Bgemoabyse@do bod dahams@ jomgbeoMym womgbobboymb osmbodbs3b: grmose@o/ 
dJomobyob, Bonggobo @o agobs Bysomob. Brmos@o 39693%9M3Z69d9 bodmdom wo boobo~mbenm 
aoommdo/badmgmab HMo@a3oob, M3 aMdAmMO ISS 939d0dMa~D@S6 MAdgME8Emsd~q. Joemsb3Do, 
sbsomo Bmob o~mbod3b6s, smab gmaa bLomodmb mmbabdagds, Mmdgma3 boby7bg9 bLodmdom 
asmmmodab asbdogmmdsdo. 800330 HMos@a3ayqmoa qj3Moaby~mo bodbmas~amygdob aobobemg|dab 
OMg|bobboymns, Mmdgema3 LoMIMe@Eagba~mons sM@amdOb dadwega CEggddo. og0b5 Bx~ydoEmo 
Loygomymob, sboemasbMeomdnbs Eo BsymaRngMgd0b Erpbobboymons, Mmdgma(3 Jamdbmd- 
Jjeomdob qj303doMe@ do wo dgademgdo dgn303agb FMMBazymo 43qHgLGob Jqeby mododgab. 
y3gmes o@badbyomn Mmbabdagds smabadbyd0 YRMm Qohiam y3Mosaby~m Mgddo, Myd(30 Jom 
bdoMs@ s3mnsm 43Msabyemn gmg9g6 8 d0. Jsaomams@, DJomob3 s~mnbadbygdo AMeomm 
sdgmMogyea Jm~Mbamob dbaosgboew. oan HoMeges bo3mbyeqM 630m (3968 Mdo, bombo QmmH- 
docmjMo@oss ho3dqjemo, Bomdme@agbamos AMweamm sdgmMa3ym@mo 39Mdgd0 ws dgb~@o0 38md~4y- 
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moMym Aybagob qyMogb. Bydomms ao~@snd(30 M3gobob bod80Mb9 ,,~yodJgb~@ab" aoGomadab 
MIO, MEMS M530 CEssMbom myobyMH aoMgdmb. 

dgm@oMadaLagab, 9d OMgbobboymadob o~bad3zbobob yrbob dowamds ayymobbdmob 
domdn 0980 dbad3bgemmedob how gdsb Qmm3mmmMy~ma asdmdbsbsgmmdnbs wo MaSwyooy- 
Ma Modsdgdabs eo JIg@ gEdgd0b hoMagab dgd3qmdam. Ambsbae~mg|g7db bas30bMdg6 fon(3306 
HMosea3ayjema 3mbGHaydgd0. GHMoe@ayoyeonn QAmMmymmMymo ba~mmMgbg9d0mM, Jeodbmg3o- 
ma Bmbgdoms Ed do~madgdam asQmMMdgdyens bo3{h(39. QzgmMoaby~mo bLodbsM|yCHM Amo- 
4am dgemaybsbs os sMoymsbh JFMMo@. ndE|M|Zd9 3MEmngmMbayMa bLod~|M|d0, ~3%o396 
b5 3539009 Ed LodMmMMeE BMMjmmMymo (3933900 LHyYmeogds. 439mob9 aodmdbob- 
gg9mas 890330b eE~gbobboymn, asdombymob ggbGogomo0, Mmdgma3 GHoMegeds Jomodoab 
(396GMsmyMH 39H3do Eos Mass LobmasomgdMamdabagab. ®mMmbGmb Lb6go agbSo30mgd0- 
bas6 asbbb63039d0m, mdm 60/3 3MdAM(309~mndbo30sdos asb3gg4ye@m0 — Cn~@O b(396gd0m, bdob 
asdodmagMgdgema Lab&gIgd0mM, MeRa(300~myMa asbMaagdom, d0~Mg]MgIdb9 Bobwszmydome 
©d bo33g9dab dmgogMmggdam — Yrbob agbGoagomo AgGoe@ shembss HMos@a30yje~m bogxcmoab 
sbo~mmameb. dob of ofgh b3gbs, sMoo bdab asdodmagmgdmyda, of ofasb Im3og4Mg960, 
Hmdemjd0(3 (3(200EMS]6 aoyo~omb bydabdogMn Mod. 3mm GoyMoa bgado abygdo y3Moabyye~mo 
aodbombymob asdmbdmdob badmgmgdob Idemo3gmMa wo aodjngoba dabMymgdam. gMmM-g7MM 
LodmgMob ,deqGooGo" ("Shuriata") ms6 Leggh bsdImGab foMsgycmmedob fodmHyqyb30b Go8- 
goem'gmo Jdge@gqog900. 

Lod@gms bobdmgmgs @o dob dmbeggb d03d3mo (39332 @o modsdgd0 wns (job 439d. 
dodab, AME gbs3 BAbHa3Z0emob yyMo@mgdob wa~n bsba@mn d93d3ms Embabdagdgdb gmdm- 
do, IMbBMeENM|d0 94969696 dobbb amsdsdmb, Mma gbo(3 dabo3mbygdo0 (Q930meEn0b9, dobob So, 
s3mMegmbd9) es fobsd9% bo3M9395%9 dgdbMy~my|dem do) Lemon Bucket Orkestra-@s6 
@o Balfolk Toronto-@ob mobbemadsb 69396 bmamym (39339db. q3moobgm jobs~@gmgdb 
(dg GgLmd0 SOZAMMAdMAZN A3EMgLon@sbss, MmdAg@Ma’3Z J~EgdsMg{Mdb 8oMBZa0b AMeED~MM-s3~- 
Imbogmgm aobssaMsb) 9(3308M GHMos@03o0ye~o 3ndogZ06350 (sdmgoMaxyy~mo 38956a990), 
ncaMs3n bo3gqMaba jomomgdn wos WAMM@JdN96 493M Lb3go of drby~m HmMmMbamgemb 
(3n@gQmdsa. 1). gMmsc@ obabo Jdbosb y3qgmeo sbojab dyqmPBogmbo34M dMdmb, Mmdgena:3 
d69dM0Z5O Cs DbnoMymoeo IMbsba~mgymdab ymbob daghm mMasbodgoyE aovombymoab dob- 
sboemdgdgm@ ofGagmdgqddo. 

d99@amMd bos semabodbmb, Mmd Bong30 abygde B8absbjob (Loome@amdm 339M (36a0b 
dmbo830b &Msen(309) 3MMJdmg9609 Cs bLodegmab 3mMJdm39d%9 Modegbodg B330maMm 
9M], MMH03Z9 domasba Mass bobmasamgdabagoab. 339M(360b AmbsGgZ0b 3mMHJdregd0 3m8- 
yemoMymas Jomo IboH\3gMyemo wobodbymgdab godm. bodegmab 3mm Jdmagd0, Mmd~m9]d0(3 
YyMsOMg|dob sdobgnmgd96 ggbboobyob (godombymob GoGyoem Mo Lod@ amo) dmdb9~@9d0- 
Bg, 9Ho DIOIJbsO 8MdYAmoMymo, doaMod x9M 30093 ObN@o3b sbo~ s~odosbgdb, Jomaob 
BMaNgMaD q3Moaby~mo BoMdmdmdnbss, b639d0 30 sMosb dgqe~mMMybgd0, sbacmm-bLodbydo, 
nbaMgamgden, dogge@mbagemydn, Jgqbo39e~g60 wo bbs. 

Lobmasemygdabmgo0b Mo~@bo Fmemmbab dgbbo3gms HgoemyMHo@ ~onbym dmygbs 38Ma(3- 
absb dagm bo3ymem boberdo bobadmgMmm Modggdobo ws oMogQmMdsmyMho 3mMHJdmegdob 
MmmMasbobgdom, Msd9(3 aBodmab3g09 4WRM|AM boyoMm bLobodm|Mm 3mMHJdmagdnob fhodmyom- 
03900. @obsbyabdo abobo bL38g30smobgd4ye~mo oym, doamHsd dadega, Mmamh3 3rmmoose@ok, 
B0aZ30L8 Go Bxydommb EmMbabdagdgdabmgo0b bogomm bLodmgM|d0, Ime gma Mogabmo30eo 
Asb3nMoMOd. 

MoMM|YE zomgbooMmym Empbobboymmsb JMms@, Lowo(3 MAISHyMoe mMogbGaM9- 
dqemo bobgemmdm gmMJdrmegdn GHoMejgeme@s, yrbo aoby@o yygmoabyemo bodmas~@mydab 
BoMamg|db 5 AQMBogymGyMyeo HMMMbGHrdo 3yMByMomse IrMab dyodogomo gobo. 
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SDSZOMMYAMSO, Joma QBMM3mmMyNmo bomdme@agbgdo0 (Lobodm9Mr(3 © boembyMmo dodm- 
Jdcegd0bo(3) gMsnbjem Mgddo IMAMS3MOS Ws Domby Irambmgba~m|ds aosNdBM@s, 6MamMM(3 
bjemdab, abg Lod@egmab bagmmdo. Mae@ba rermbab boMdme@agbgd0 smo Go34y~@mo@ bo- 
Lym3gemo aobeos abgmo b8g3oomyma mmbabdagdgdabmg3ob, MmamMa3o90 3abmh3969d900, 
bobbmgd0b dgammggds, boggemgbom 306ddg60, smanmmdmMaga BILGa3Z9E~™]d0 CEs Lb63. drab- 
M360 gd0b dbasgbdo aodbMe@osd bogoMm aobs~@s IgG BmMds~myMoa AgdLMyM|dgemmo 
xaqgob — KalynDar-ob dgfdbo. sdab dgmgao@ a339mg9d0 bodo aobbb3039d4q4em0 dgdmb3930, 
AmMe@gbs3 LodmgM d0 abbs3gem do 96/~s Joma M9389H0(309 Jod~@nboMgmMdb: sMogmMdoemMo 
Lobadmgmm msd990%9 domeame ymbob mgdob BggMQd0b AImbsba~m|mdnm; Wns boyoMm 
38MM Jdma9009, MMd~mgd0(3 dgHbamMoeO MMasbobyzdyemns BormgbesMymo EEM|bobbsymy|dob 
Babs 3gMamedo; MMasbodgdye 98980(3090%9 Mod~—g60d9 shes d980 aodMMAg~y~@mo dmd- 
MgMmoabagoab, Amd~mg]d0(3 0d%%0EOgd96 Lad~rgmgodb dobobMymgdmoe. 


Agbags: Ma~@bo dmermb (RIDNYJ HOLOS) 

aM gem Ho Gy Jb030 Ibad3gbgemmgebos, ob oH axmoabbdmdb domemme Bobgob o6 Lommo 
MaG®doab dgbMympdob. gMbagGa34yMo Jobobos IdmdemayMo bdob asdmygbgdo. Ro4GmdMogoo, 
dmyjbo bdaMse@ IJmambm3b, Md mgdab Lobad~rg{Mm gmMHJdmegdob sbsemdo 693M9ddo ao- 
2846 L38g30gag34yMo 3MMJdmegygQd0, MI(3 BM{ZOEM~MHO HyJoogab aobgameMydob gdbobyMg 0. 
Mo@bob & Jbo30 aycmobbdmdb asbbbamo ygmoab/mns &addMab AgqMe@abdogMm bdob, Mm- 
d9ema3__ gdoemgdob bobs dbsmoabs @o (363aMab oMgemoab3g6oo dadomayen. gb bomdmd- 
Bob 4qa3mm d339mM bdob, 30e@M] ab HodsyMoe@ Bomdmnddbydo Eobo3mg{m 9A3mM8gQm~mgdabs 
Mos AMeEamMM|M sdgMaAgZIEId0b dogMh. Ms MAdo oes, 9M oMbygdmdb gman Lbmma Maw@bo 
bdo, dam 43MM, Md 4q3Moabsdo bobgdg0 Jobo MgaomboemMHn 39MnsbG Jd0. IJsaomoamsea, 
BAeammM|M Co AMeEN~MM-sMIMbs3mM\Im MyaamMbgddO — BagZab, AgmMbaamgabs eo bydob 
dLasgboe@, sbobosmgdm 993MM AjzoQaM Go AgGo@ agodynbs30 8 9ddMo0, 30EM] BmemBogob 
(390 8Mom mM Myaombdo. dobbo3gm|dgqm IoMons 347HE093(3930b sbbbom, bdam bodegmobo- 
30L Logamms admgmm asmadgoyendo, 9/3 docmosb dosas3b y3gnmomb. 

84306096 (3m 30eMo bdodomomna Bbodmdobgdab, gmmagzomo ygax0b BsoMbobymds) ob 
Cob3j6a~m0 MAM YAma MmMbsdgZbGHaM|{d0b aodmygbgdo, 06939, Jbod36gemmg30b09 Mo~@bo 3dm- 
mmbobagob. dsdab, MMe gbs3 s~@sdosbydob YIA®gbmdob dgyqdemoas 3mzoem~Mo boderdobg0, 
MBob my do~mydb do~mnsb domomna sbos q(3bo~Ms~@ MMbosdg_bHaMgdyemn Bodmdobydab 
DgbMymgds, 9/3 BoMdImnddbgd0 ameEm@oab wob3gbam@mo HaJoogoab dg~@gaoe@. odob dbasgboe, 
AMAmMa MMbsdgZbGaM{d9 bdaMs@ NojZ0Magd9, 3absa@sb AmMdM|MeEg|dob wd_agbmdob om 
asohbos bogdomabo asde3@amgdo dob dobobMymgdmoe@. myd(30 ofob dgdmb393960, 
AMegbs3 MMbsdIFOG gd0b (~y~ea0 dgbMymgdam aodmb3gyema Bmgomoab wo3qMgdob mo3- 
aLMs30@ asohbns RMobaM]d9, M973 XJIM 30E93 0MBEM|d9 oygOGyMse@ Moe@bo Imembol 
L&ocdo. 

bdob aowmsboboengdsb Mo~@bo ImemMbdo 43H AbodZbg~mmgsbo LAM7JIGyMHs aookboo. 
Amam™H3 Bgbo, gma dejo bdo abygdb Lad~egmob wos dadega boembab dg98 bdo yoMMe@ Ido 
dob od bdodo, bo3@mgd0 degmoab wsdom bdob es Og@o bdob ym3qgmmsab obMymy|db gma 
abeongn@yoEmMHa JMIM|Moemo, MMIgmMbs(3 aoohbos dome Es ba~medsdy, Moms doMamb 
Lod@gms d9@0 MyQabSMa@b. bdgdob IAS gbmdobmgab asw@sbobamgdab gb LMA Syms 
asdmaygbgd9, aobbo3yWMMyJd0m, BoGoMs JgJswagbemmedob Kavyogqddo. 

AHAVB{M®yoMob dg& bdo gyByVb4i3ayMos, Moms frogbgMmb yBjomgbeosMy@m wogbob- 
Boqemgddo, MMIM|dbL9(3 JoMmogb yrbo 3m~Mg7J G30. oJ, 06939, ComImeEagbomos boJmmbo- 
mM LadegMmadoabs wo Imbo3gmoab omgdab Lodmgmgdab IboMeEn MgA3gMByQoMo. aoMes odobs, 
ooo Msd~@gbadg MmoMa3y@mo LodeEgmMs es LodegM|d0, Mmdm|d0(3 LH AmoJdo sbo~masbMH- 
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egdab ®Mosw@a3oy~ bomodmb dg3Mg9d9d09. 3gL609630 wos Bydomob bad~rgmyd0 MaSyoomy- 
Ma bodegMgdnse wo qI78 gL60mo~e AMeEnmMmM|Mn~w@Sboo (3memoboob  a0mbo) @o Msdeoybod4 
— (33968 MomyMa y3Moaba@ob. abobo BodImdMagoee@ 2- 06 4-bdosba LodegMadnse dj~@sMygd0M 
306MM Cns85bMbdo (HmamM3 Bgbo, 896GoGmbo 34h gommdo), sboboomgdb aosdynbo30 4339- 
oma bdrmgob9d9 — MmamM3 &gddMab Gomdm|dbabob, obg wobmbosbbydo0b aodmygbgd0b 
EMMbI3. MMbdosba LodegMydob wdwgbmdodo J3aq~@o bdo dom~mme 1 906 2 dagmob ob- 
Mymg|db. Bmaagha Lodegmsdo, Igboed9 bdo Imymmebymoew@ smdmhbegdo dqgdmb3930m b~m- 
809. Mab, 96939, Ig G0e ymbGMobSyoo dmdmomdob dfmbyg 2-bdosbo bodegmgoo. bodmm- 
Bomm @o dmbo3gmoab omgdob bodmgmgdab ydgGgbmrdo, 06939, 0d039 MygQambyd0@obo~, 
Myd(39 Jom OM aoohbnom JDbaogbo asdyngoba yogmo~@mds @o bdoms dmmMab 4yR|mm bdoMoe 
ayg69096 8oMomgcmyM &9M(30g90b. 

djG5omoe@, badegmgdo dgobbo3gmgd0 bodbmase@mgdmng 3mMHJdrg dg Imb3gqg~yem0 
L389(300c@moab®gdo0b dogm. dsm dmMabss doMos bm3960(330, ,Dakha Brakha"-b 693M960 @s 
Lym sbemobobb, doMose 347EM093(3930 — gnbmdygbagmemman wo q3Monbob 9MmM-gMaD _FMO- 
Bmamogaymo sbboddm@moab gMam-ghinn wodsombydgemo. 

93980(30900  ymagmms3ob donagmbgdemo~@ of Jdnd~nbsMamdb, aobbo3ymmMadom 
bodgdbmymgdemm xanggddo. bmaxgmM bobamdeagn Cwob3ybogdns obewen30@yjo~myMa bd5- 
dabs oy oMobyaMadab mgddg. ymb3zMg|A yea gbhngGagyMa aobbb63039d0 aym obobSoboo 
dogobb3abs (aqaob moe@gMbs) Mos bmangMa 693Mmb drmMoab. doyobbgob, daybg~@o30@ odob, 
Amd oMos aobbbogemymo Ayboagmbo, agoohbos bomMdmywagbgema dgbodmademmds aondm3gqb 
Lod@gmeb doba ma®dob dysmo dgamdbgdnme ~o dmagmMoa ws asb3gMmbaemn bdom. Joamod ab 
NIMS bdob sbogqde@s yRMM ImMdyemoMyon (Igodengds dob bodgmme anbmoma) L&ob, 
AMIAgmbs3 L630 Mmgabgd69db drmoab oboboomgdb qamm 8oM|dJo 3mzoeyMo ®mbo, 30eE%) 
Kayqgob My8gq7M8yomdo ombydyema 2- ~o 3-bdosbo badegMadab Ma@bo Lb&a~mb sbsboomg|dab. 

LOo3m@gdnbo Eo Mg8gHa(300b = COMMb dgbsdemgdgemos bdIgZd0 MognbesybgdqMo~ 
Ag0(330@Mb. 9d dg(3@mMd0d Agnd~m|d0 asdmabgomb wbazomyAMa g30M0sb8ob dodJdbo. 
99a-gMamo baddos boJmMbomm bodsMHm3gbom bod@egme ,dAem 3 bseded bgm@mo" (“Shcho v 
Nashom Selt”), Mmdgemag Mog0b MMoagnbomyM 30MnsbGdo odeEgMyds d30(3M0 &gd30M we 
aBy9d0 mabe A9MB9~@OM (oN~OmMIss. 1). KalynDar-ob 39@bosdo, d9M39e@0 BMG a0 oMb- 
JMES Od G9I3 yRMmM dgbge~m|dyEH0 OYyM, aMedgema aMdcemamdab bm d0 bb3o dagModo 
9900064398009, Mam|Jmbos, FAMdsbymdn As@ogj~@abydme@o (g0~@gMdo~. 2). BKYLGo@ oMos 
(30mMd0~M0 FMM, MHA MY AIAG 3g9Mbos GHMosmgdb yrbob RoMam bobmasemgdsdo. do- 
y69@o30@ sdobs, Lod~mgmMs aobbogyqmMydom 8md8yYmoMyens, Dgbod~mmo, 4RMM bdoMse@ 
adEgM d9, 30EM) Noes ndEAMAZdMea gb, odamd, Md obG MIM|GoMgdyen09, MmammM3 
aqmbMagma Loemgamdgmm wo mob bag3gb bred omyob bdob. dge@gao@, KalynDar-ob 
gqmboas bodyomagdob admggo fogmamb mebs3 aobbb3039d4mm0 ba~@o bdgQ60, Mmde~mg|dn(3 
BMARIM JMnMEMMYAMse@ IrgMnsb. ofdbgd9 bonbByMgbm Bomdmbos, Mobo(3 yoMeoboo 
SmbgMb, MmamM3 ,aodbbgomgdym~m Agemmenob" (Jordania, 2006: 29), myd(39 yoMeosboob 
Mma gMsGyMab Jodmbomgsdo smbygmMamnas, MmMd bg~@s bdob sMobeMmb 9746960 odagemo 
CSdIM 3~DJOEMMds, MMAMM3 ghoo Im(3gdqem0 dm wy Lo~m"-do. 

J9M-ghmo MMbdnsbo bLogsdbsyby~mm Lod~rgmMeo, Mmdgmbe 3 sbMyemgdb KalynDar omob 
rgmogemoa* (“Kozel”) (gne@gmdoa. 3). 030 gamsMegds bo3dome aobbbgo3gqdyemo@. mGnao- 
bocmdo (seneoomdsa. 2): @obobyabo Imdoba~@n IMsy39d0 Ig~mmensb wes MMdagMasbo dyfH- 
OMbYMO bdss s3mMddobzdI_ZOGoe, Mmdgemn(3 CMMESOMM boMIM|dbob bdomse dmmob jymb- 
HMobLyO ImdMomedsb. KalynDar-ob 39Mboo, daybgwmoge@ odobs, abygdo d93Ms@ wWodocmo 
Lods@moab dmdobamam, 30@%9 gh mMMnanbs~mdos ws dad~@ga wodoGdyemos Jomomo bdo 
B9MomM|mMa &JM309d0M. Mado, 06939, 0(33e—Mgd0. HoboMImM|dn 3/4-dos ~s MMognbsmo 
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abyg7do Lob& eMmbdg, aoM{GoJGom. gobbb3039d9d0b Jowybgw@o3z0@, gbgmMansbs wo 3mgo- 
myMH BoJbo30b xIM 30-93 dDgboMANLZSd4yEMO ofgb ob, Mobs3 dgnde~mgdo sym SyMoe 
gomeomb ridnyj holos. 


csb336 

ghnn dabjge@30m, grbob bymgama, aymb y3gmobemgab aobbboma bodmas~@mygdmMngo 
aMMddeeggdabs ws L63o embabdngdgdob foGomgdob weMmb, ogemgbb somMomgemgdb_ ,,dj69- 
dMH030 bIob AmdMomdsbosb", GmMdAQGMb(3 36j9E93M Obamobbs es bb3e 439y6geddo (Bithel, 2010; 
2014). my9(39 Oe. aMAg0b obo, 6mMI yrbob 8654839, 94939 EMMb. boZdome as6bb30309- 
dd ,,0469dMag0 bdob“ E~rgabsmB3ab sMbydyemn AmdMomdnbsasb, Mo~@aobo3 ab ~wsj303d0M]d~y- 
CMOS YRMM QoMaM, ASH MeEabyad3moabsMyAm asde3c@am|dgdmob, Ma(3 dybgdMagZ0e oMoab 
SIMBMEAM NbagomyAMa BMosnbyYm-jz5bse@NMa dgZdjZ30@M |MdN~@Db. Grbob sfGa3mdob ob- 
SH Meabi308mabsMyemo bsbosma dbadzbgemgeboe Lobmaseom bymaby3qmgdab dabofdbymoe 
Md 030 00YyMg9d9 33eEg30b od LagMmdn, Hmdgea3 dgbodemme YRMmm OMdose dgZ0bbo3~mom. 
dogomamse@, Hmdob G®yMobmb dabje3om, Mm39 s~@sdosbb daydemns danEmb dmboboemgmds 
bjemmgbgd0b 9d~@g6 aobbb3039d4em QmmMdgddo — bgmasMya~mmdal asdmagboda, &Mo@n(30- 
yma ®sbbo3dmob GHoMgd9d0, HMosea3oyemo ygMdgd0b Bgqmgdsdo, MbMmdsdo, Lodagmabs 
Md (39393000 — dJgbMyAmadab sbayma 8Mm3g9bo 06393b DLIg7bg7e~m ddo Mobsdmbsba~mgmdenb dya- 
Mdbgdob, M9(3 MogabMo3Z0e@ bLyameayds Jdomemme 39MdoemM, baShy30b9 WsdyoMydy~O obMae 
ao(33emob Co se@sdnsbms Yaygab dgggmabo wo Lodmas~emydnb hodmyomoadgdob dbnd3bgem- 
3960 Ro48mMo begds (2008). gbajmemmaayma 3ymbam oy dagyw@agdam, obgm IMogombob- 
M306 dgamdb9696%9 oagdyemo yManghomds 4dbob, ,dmMos3omdb6Mng CEob3q76a~m gmenM|dob,,, 
MHo3 KaygBob bggHgddo 4yRMM dobsoMboasb Ed seE3Zamoe wWobsdobb3gM{dg~m gaR_qGb Jdbob. 

M7] 296393M(3MdM AGG ]Meab3o8mabsMyemo sbommobab 7339 bobby69d bodb, grmbob 
dagM &Mo@ai30ymo bamboddab, badegmgdob, (39339d0b, sgqbGagyMa os 3obyoemMo d9- 
cmandgdob asdmygbgd0, Jdbob gMmnsb gbog8o34M boagMma3gb, Mmdgema(3 BoMIm|dbob ~wmg- 
306E9M0 8Mb8-dImeEgMbab& yen H3gommobyj@gZo0b omByMboGago0b, Jdbab Ms EMmab y~oa3mm 
8mm Ga349M JgaMdbgdob, Mam mbes, 799(3MoE beEg_ds CEsdMybyZdo MaAG®yomyMHa gHomdab 
g8modo. gb, Gobo~mmdMng donbi3, danmbg30 d30(30 MbMMmdob q4mbemmdom. adobe do- 
y69@o30@, Md Grmbob hodmysmndgdyemo o43gb dabsasbo Bgbgdob bab &gdo (md 0(36™3 mb 
B9MIMbOYMO dybydobmob, HMowagayem GsMIm|gdsbms6 es LoIm|Msbosb 9Mms@), 393- 
Mdo, GrbbMb 4YRMHM ImMHgyMosO@ Wojgo3daM|dymds s~@odosbygddo, 93 Jo 073006 obgmo 
dabsasbo Bgbydo0b oMbgdmdob dgbobgd. MaSyjoommMo qj3Moabyemo boMby~oab aodmdobomoe 
dgndemgdo foamgoemmb yrbob BmangMan J4dg~@gQd0, Myd39 L38g30QAgqMO ~y3Mos0b4emmdab 
sbob30 0d ddg@gdsdo smom oMab aosodbMgdyemn, shes dq(33cmomns, Bmasw@ose, amgbyMo 
(36m3Mgd0b abga Imgmgbgdam, MmdAgmMms I9d330@M |Mdo A396 Yy3gcmob dJgazod~@nes aogo- 
mogabmo. Ibas3bo dgamdbyd9d0 dgbbogcmomns dons mabygohab ImbmaMogoosdo, bowo(3 
asbba~mymns dom zob4yMmo boMbymoab aomogabgdo adgmas3Mygoyemo sdgMaggmgdob dag 
(2007). mbagahab dagm smbgMamn sdgMongoda sMbydjemn do~myobyyMo Abogabs wo (393306 
Imy3zoMy~m0 Lodmasemgdnb dbasgbo@, yrbob jmmg48o30 Jdbob dgSoQmMmym bomageb. 
ababo asbown@gd96 sw@oednsbda sMbygdym amgbb, dabomdmdgeb, Mmamm3 bLymagmoe@ 
asbsmemgydyem, ghagGagyM gQgomdgbb — MmamM dge@gaob, ob939 8Mm3gbob dbmag — 
Amam™M3 gh IAm3gdqemns NyMooby~ ByMBH VModo, adabomgab, Mmd Jomo do (36mM3HJd0 
aZobsOmb (3MHo> 7R3H~M sboGsbo (Lausevic, 2007: 62; Boym, 2002: 14-6). dsamod grbsb omb- 
Amdsdo Lobmas~@mg|ds oMss BybGowo gobbobo3Myma, Joasmoamsa, of boMbye~on -yRMmm 


aobbbgqemgdyemns, 30EM] YMb3Zg8GyomyMoe@ fodmysmndgdyemo. BomMbymoab mbMmMmdam0 
Lobam ao@dm3999 ‘OmaygM 06393b dobsasb ymobbdmgdeb, bmagygh go ab&ygMgbob wo- 
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goMagzob grbob Bmase@a dadsMaymgdnb dadsMn. aoMeo odaobs, 03 aby d93M09 Lo~modo- 
M53m 009d9, My MsdEgbs@ 39MM Wojo3dOMyQdyemo wdZgq9e~mgb ab®mMay~m Bomb yemmob, 
OVd(39 BMangha 3mdgbGHoMdo badegMmgdob dobobgd dmhobb, Mmd gb, Mam mbes, 36m 
Lod@gmgdn obbGab4& yMoe dgnaMdbmdneb bo(36mdo9@ wo dobsasbs@ ao(3bmdagMydymoe. 

AL®MMay@mo boMmbymoab obgm dybemge6 Bbomdme@agbseb q303dJ0MQd96 “Og80Mbo- 
8y309M0 Lodbmas~@mg|dgdab b38g(3ngQagob (Le Goff, 1992). wobyMamo bLo&y30b 3mb3m989- 
mmdob aoMgdg Bg8aMbaGhygZ09MHa GHMo@a300 oH sbegbb L4sGo34Mo damoyMa boMbsymoab 
BALE QadboMAdob. LonbHMgbmo, Mmd figgbo asbomemgdyemon, ImbG-Imegmbob&qymo, 
AJEIM AMO aBo(3bMdagMgdyemn DbLMQMIdgZ@3s9~mMds OEgdb BoMbymob sbam (330E~mgd0- 
emdsb, @o dDoybg@o30@ sdobo, boMby~mab HMbMmdom BmMdsdo as@osy3obob 8Mm3gbdo 
bdamos di3@gmmds, Mmd Imbeogb 09 (330m gd9@Mdab dabLbmMM]d0 Ws WoQadboM|do, Mo(3 
dg(360g9M EH Jo~WAMdsda 38Hmd~mrgIgdb JdbOb (gognbbybmMm AoMBob Berg0Gmbab owe ,,a0- 
IMERC@OE@|d0b LoGy309H YMMHdsdo aseosHobob Iy3e@jgmmdob Jgybodsdmdob,, dgbobgd, 2003). 
AIqbogomynmha Os MaGyomyMa Jdgwgogd0, abgmgd0, MmamMa30 yrbob bomdme@agbyé0, 
qdbosb smoba®y309M, gMaasb bayonsmyM Lyhomb, Hmdgemai3 ademg30 boMbsyym~moab dgobob96 
IMo39MdbMa3Z0 Agbg~e@yEmgdgd0b, dom dmmMob gmbamoGyMa dgbjeyemygdgd0b, gmm~omy- 
Mmse@ MobsoMbydmdab bodyomadsb wo od dgbjeEyEg_dgd0b bogyd39mbq Jdbob gMan06, 
BME EJ HLOMH|d44E ES Lob AZ BAM IdYEr BoMImeoa bob’. 

S30@gdoyM Jd9(3b09MQd0b Imgemgbob dobsoMbda g9M%33g930b ‘Bmas~@n 8Mmde~gdo o43b, 
oy30 gb dabsombo somos baShy39d0m go@dm3gdyemo0. sMo~@s LOmmMg@ gb oMoebo&y309M0 
gemgdgbGgd00, Mo(3 beab Aybogob gbme@gd gaqqGymb. gb gRoJGo omMoghmmbygm ymoamo 
smbodbyemo Aygbogob 433 g93M Jd0b Bog (dom ImmMobss Floyd, 1995; Emoff, 2000; Qureshi, 
2000). JomoMe bLyuoggemoabob (o330M39d9, My MmamM ofdbgdo dabsomMba dobmymgdab 
84M 39bdo LomMm{@ br3nomM MH Go OMe BmMabaAH QM, shes obS em|IG®yoemyM be3ghMmgd- 
do (1985), qomMgbowm boboMagde@ms. 06939, boboMagdm@mms 99 bozombdo 39% 33930bsm30b 
b80396 gQame@ab dogm dyqdboema sbo~ma GyMdabo ,,o3gyqbGgImemmano", sbyy Mmamm™H do- 
30(30MdM AZg6 s3ybSo34qM godm3e@omgdob — gbhoo &gMdobo, Mmdgma3 smnsMgdb, Mmd 
df bogdg agodgh omModoMBr o{ybSo34qM godm3e@omydobmb, sModg@ o3ybSo3~yMo boa- 
bsemgdob o~mdab, dgamdbygdgdabs wo gdm3ag9d0b ~wa~@n 3Md38~mg bob May@m wRmng;hom- 
dsbmo06 (Feld, 1996: 97). JOOMAnbLaZgmMemma ©9300 BMdsm beab 9330M39d0 adab dobobyd, 
oy HmamM aboMhybgdb Agbage ®Mow@ayoymmdob Joybge@o30@ (33mamgdgdabs, Mowao- 
69/3 dob donbi3 ofgh boo dodbob dbaogbo ,a0dm3@amgdab gdIma3aqMo boMabbo,, ob939, 
doMagodyemos (1991: 45). dLas3bo MaMmMoayen dgbj~m@yEM|d9460 A3gbd9M|Qd0 dJgRZ03bMM, Oy 
AmMamMH saMdgmg|db oo 333073 BooaMdgemg|db sbbodde~ma grmbs HoMMbSmdo Jocodeymo 
bsembyMHo 347m 8yMab do4dbob. 

Ms Donbi3, x%9M yo~|3 493M09 LomodoeMs3m Grbs ymemg]Gag0b dgbobgd. Jsasmom- 
S90, K37RBo dobsobd~mmdb dadbMymgdemgdb dbmeamomb bLbgs@sbb30 Mgaomba~@eob. aob- 
LogymmMgdom dgboggMas od dmbbybgd0b madoGagabom3zob ob jo3doM 960 wos |39(330g9d0, 
M03 oMbgdModb baxyj-omMy3do oMbydye sbbodd~mmeb ,qz3Monb yma bmemob bdgd0,. zrbob 
aba3n9Gag0m, ob939, bodmbygdym obo ,bombyMHo d0693940,. gboo Imgmo B30Mab dob- 
damd 9 dadgabsm) bobsmb yom d9693960 y3gmmo obogab IbyM3ggqmgadoboms3ab. gb d0603960 
dm0(30396 HMMMbOGHmd] 29(30EM]d0M YRMM RQoMam sMgoemb, of Aodmensb dbyM3Z9e~ 960 
Be60~@0@sb Ws SdDAMOZAL dJggMa dE JHoHgd0@0b, 4RMM J980(3, hodmensbh L&qdImM]Jd0 


s oy ab9d03m, abo~ma 43MM dg80 odob dgbob9d, My MmamM sbegbb Agbozo~myMa boMImMe@agbs 
BoMbymoab dgbob9d ombydyyemo gobb3go3g9dqem0 dobjgm@ymgdgdob gmbe@gbboamygdob, abo~@gm Romero, 2001; 
Kuzmich, 2014: 43-50; Blum, 1991; Lipsitz, 1990; Rees, 2000; Shelemay, 2006; Qureshi, 2000; Emoff, 2000. 
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4 3Mosabn~@sb9(3 jo. BoM@d sdobo, od ImbbybgZd9do s@mbadbyy~mo Gerbob sbbsddmoab o4G03md9- 
30 339 aoba3~@neb (33~m0mM|d9db. CEEMb 4339 oMoM GHoMeE jd9 Imbbyb9dedo0 bobbyb960 
38MM dma 960 Boagg0bo od Bysomob E~MbobBoym|dob bab. Jom dogngmMs@ GBHoMe@ jd gMn- 
330M0SbO 3MMJdmgg960 LbZgo@obb30 4QyMs0byom HMowa aq bamboddgda, Lodegqgmebs wo 
(3933200 @d gh 93g9CmogygMn GHoMegds MeyAa3omyMHa soMBbomMmdob goMacm|ddo, Mo(3 
Rodmysmod@s grbobs @os 0d boddab gqb3g9m& db, domM3 oaboGmgohbs wo DJoMos 3y~@Mo- 
93(3930b dmmab, Mmdmgda3 bgeddmgobgemd 6 ,mgdIMb6 do3g9Gab mMyZgqLHMb,,. sdMogo, 
domo dmo boembyma Aynbo3go asbo73e@ab (33cmam|dg9db wos ayNMAJgd0 HmMmbGmb Omyagm 
ZIMAYMH AM bos~@oabg. dgbodemme gb o4Ga3mdg960(3, 96939, Jg0(330~@mb Imdogeemdo, oyI- 
(32, M973. BYMBqQMob (3m(36Emoe@ dgnbsbo3gb, smoab LomMyJe@ ab, Mobo(3 3mdsmgbeo yomeagd~@s 
»A00M(3e@0~M Jd0b Admr3n0y\Ma boMabboab Mo3g0@eb dg4dbob". 
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CREATING NEW WORLD “FOLK CULTURE” THROUGH OLD POLYPHONIC 
SONGS 


This paper considers the New World application of polyphony to develop a contemporary 
"folk culture" in an urban context. Based on over three years of participatory observation, the paper 
documents the practice of Ukrainian polyphony by the Kosa Kolektiv community, a Ukrainian-Ca- 
nadian initiated, folk-arts-based multicultural community in Toronto. Not all participating singers 
are of Ukrainian descent and many have little or no musical training, having just discovered their 
"rindyj holos" voice upon entering the community. Despite this, at times they produce a strikingly 
authentic sound. Of interest is that the ridnyj holos repertoire is not very accessible even in the 
Ukraine, thereby effectively making the Kosa community part of a transnational revival movement. 
Furthermore, the song-learning process occasions the development of unique Toronto variants. 

The paper starts with some background to the social conditions of Ukrainian-Canadians in 
Toronto and the development of Kosa Kolektiv. It then elaborates on the series of workshops and 
events Kosa hosts, of which Ukrainian polyphonic songs are inextricably linked. Using musical 
examples and analysis, the paper then details the musical practice itself, identifying what "ridnyj 
holos" is and arguably, how an authentic Toronto version has transpired. A concluding section starts 
a theoretical discussion on the folk culture surrounding the musical practice, and in particular con- 
siders the interdisciplinary nature of how polyphonic songs are experienced and how this contrib- 
utes to the creation of community. 


Ukrainian-Canadians and Kosa Kolektiv 

Canada is known to have the largest Ukrainian diaspora outside of Russia. The population 
in Ontario, the province that hosts Kosa Kolektiv, is home to Canada's third-wave of Ukrainian 
immigrants, those that arrived between 1940 and 1955. Most of these people were either politically 
persecuted and/or spend time in Labour camps; as such they collectively identified around traumat- 
ic experiences that are linked to their desire for a Ukraine independent of Russian Soviet rule. This 
resulted in the building of a complex infrastructure of new Ukrainian-Canadian institutions — like 
newspapers, youth and women's groups and schools as well as churches — that coordinated the cel- 
ebration of Ukrainian calendric events, creating a strong Ukrainian-Canadian identify in an insular 
community (Baczinzskyj 2009). 

Kosa Kolektiv's formation in 2010 can be seen as something as a reaction to this. The group 
started initially with four women who met in art college and had a deep love for their folk expres- 
sions but felt stifled by essentialist sentiments and a sense of insular exclusivity. They were also 
reacting to the post modern condition, i.e. the fast-paced, highly mediated existence of urban life. 
Their mandate is "to build community through cultural practices that are simple, beautiful, and 
meaningful;" to revitalize peasant folklore and folk art in an urban context by engaging in tradition- 
al crafts, singing songs, cooking and preserving homegrown food, cultivating gardens and beautiful 
spaces and sharing this with a larger community through workshops and events. 
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Interestingly, according to founding member Bozena Hrycyna, "singing/drinking/village style 
[dinners] were a part of their initial process of collective vision making" (email correspondence 
2016). So singing functioned immediately as a very organic part of the community-building pro- 
cess. As fine-arts specialists, however, their initial community work involved displays of art in- 
spired by the folk crafts of Ukraine, which eventually expanded into open public workshops for 
pysanky, needle point, didukh making, folk-icon painting, folk songs and dances. While initially 
the workshops primarily focused on Ukrainian folk expressions, a pan-Slavic approach soon took 
off, and even extended beyond the Slavic geography for the folk dances, tapping into another com- 
munity of dancers and musicians known as the Balfolk community in Toronto, who provide live 
acoustic music and led village style dancing from Western Europe. Connected as crafters and fine 
artists for the branding of the popular Lemon Bucket Orkestra — a 17-piece "Balkan-Klezmer- 
Gypsy-Party-Punk-Super Band" — Kosa Kolektiv became well known in fostering a sense of a folk 
community through their visual presentations as well as their participation in dance and song during 
Lemon Bucket performances. Most importantly, however, Kosa was instrumental in extending their 
Ukrainian calendric events into more meaningful experiences that were open to non-Ukrainians and 
involved crafting, dancing and the singing of polyphonic songs. 


Kosa events & workshops 

Kosa generally celebrates three major calendric events in a year: Koliada/Melanka, Haivky 
and Ivana Kupala. Koliada/Malanka refers to the Christmas and New Year carolling tradition, that 
extends from December to February. Haivky is a traditional Ukrainian community celebration of 
renewal that occurs in the days after Easter. Ivana Kupala is a celebration of love, youth and fertility 
that embraces sensuality and may involve games with erotically suggestive overtones. While all of 
these events are also celebrated in the larger Ukrainian community, they are often stripped of their 
Ukrainian-ness. For instance, Malanka is celebrated like a generic North American wedding. It's 
held in a convention centre, people are formally dressed, the food is north American cuisine and a 
band plays popular music (Kleban 2016, interview; Hrycina B., 2016 interview). And Kupala has 
turned into a beach-side weekend get away for families. 

In comparison, Kosa's approach to celebrating these events is to infuse them with greater 
meaning through the use of folk expressions and ritualistic games and acts. Participants are encour- 
aged to wear traditional costumes. Traditional folk art, like weaved rugs and pillows, decorate the 
space. Ukrainian cuisine is served along with mead and vodka. Polyphonic songs are sung, instru- 
ments are played and folk dances ensue. Consider, for example, their Haivky celebration, the spring 
festival that takes part in a downtown park and is open to the public. Unlike other Toronto festivals 
that are shrouded in commercialisms, Kosa's festival is more akin to one in a traditional village. It 
has no stage, no sound system, no vendors trying to sell anything. The collective celebration starts 
with the powerful and strident polyphonic songs from Ukraine calling forth spring. One of the 
songs, "Shuriata" is accompanied by ritual enactments of washing away the crustiness of winter. 
The song programming is short and followed by children's weaving dances and games played under 
the open sky. While a great deal of the focus is on the children, adults get their chance to play when 
musicians (fiddler, bassist, accordion and woodwind players) from Lemon Bucket Orkestra and 
Balfolk Toronto lead village-styled dancing (video ex. 1). 

It must be further noted that the lead up to Haivky starts weeks ahead of time with public 
pysanky (traditional Easter egg decorating) and singing workshops. The egg decorating workshops 
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are popular for their own artistic sake. The singing workshops, are not as popular but still draw new 
people out, some of Ukrainian heritage but also others, like Belarusian, Anglo-Saxon, Hungarian, 
Macedonian, Mexican and more. 

This model of public workshops however was not something planned nor does it represent the 
only way songs are shared and learned. Community learning of ridnyj holos actually started with 
Bozena Hrycyna's recognition of the power of polyphonic songs and her own inability to properly 
execute them. So she started hosting singing nights at her house and organizing informal workshops. 
At first they were add hoc but then as events like Koliada, Hatvky and Kupalo needed songs, a model 
inadvertently developed where public workshops were held for 3-6 weeks before the event. 

Presence of Kosa's folk expressions (both singing and folk art) increased in the larger community 
and led to a greater demand. Performances of ridnyj holos were particularly desirable for Ukrainian 
special events, like film screenings, fundraisers, church dinners, local festivals etc. With this increase 
in demand came the need to create a more formal performance group, KalynDar. This essentially led 
to 3 instances where songs are learned and/or rehearsed: either in informal singing nights that occa- 
sions for people in the inner Kosa community; at open public workshops most likely organized in the 
lead up to a calendric event; or in organized rehearsals for a select few of more seasoned and focused 
singers who will prepare songs to be performance ready. 


The music: RIDNYJ HOLOS 

Ridnyj holos, which translates to "native voice," refers to a style or singing and a repertoire of 
Ukrainian folk songs. The ryndij voice is a technique that involves an open-throat chest voice placed 
towards the front of the teeth and nasal area. This creates a brighter sound than what is typically 
produced by Western Europeans and North Americans. Regional variants exist, for instance northern 
and north-eastern regions like Kiyev, Chernehiv and Sumy tend to have a brighter and more piercing 
timbre than central Poltava region. Ridnyj holos expert, Maria Kudriavtseva, explains that this voice 
needs to be sung with a smile in order to execute the correct timbre. Some members of the community 
have an exceptional ability to execute a ridnyj voice. Others struggle a little more — either using too 
much head voice, having a placement that is too back in the throat creating a darker timbre, or over 
compensating with a belting chest voice too akin to shouting. 

The use of hukanya (a variety of vocal exclamatory yips) or subtle intricate ornamentation is 
also important to rindyj holos. While most people can manage some of the vocal yips, fewer people 
can manage the very high yips or intricately placed ornamented yips that result in a subtle yodelling 
technique. Similarly the intricate ornamentation is often lost since most of the singers lack experience 
to execute this. There are occasions, however, when a vocal slide results from the poor execution of 
ornaments yet in itself has an inflection and phrasing that still seems authentic to the ridnyj holos style. 

Part allocation in ridnyj holos has a rather important structure. Typically, a single middle voice 
starts a song and then most people will join in on this part, fewer will sing the lower voice and the top 
voice is often sung by a single individual who has a strength and beauty to lead the song. 

A lot of the repertoire is functional to fit into the calendric events that Kosa Kolektiv hosts. So 
there are koliadky (Christmas and new year carols), vesnianky (spring songs), and songs for Ivana 
Kupala. There is also a growing repertoire of wedding and harvest songs. Besides that there are a few 
lyrical songs and songs to be sung for vechirnistia (traditional evening gathering for youths to social- 
ize). The vesnianky and kupalo songs are ritual songs and are mostly from the North (Polissia region) 
and some from Central Ukraine. These are typically two- or three-part songs in a relatively narrow 
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range (usually a pentatonic mode) featuring a strident sound both through the timbre production and 
the use of dissonances. Two part songs most often have a bottom voice with only one or two notes. 
There are also some more contrastive-movement two-part songs. Many of the wedding and harvest 
songs are also from the same regions but do not feature as much of a strident quality and make more 
use of parallel thirds. 

For the most part, songs are learnt through workshops with specialists who visit, such as Maria 
Sonevystky, members of Dakha Brakha, and most recently and profusely, with Maria Kudriavsteva, 
an ethnomusicologist and founding member of one of Ukraine's ethnographic ensembles Bozhychi 
who serendipitously has now relocated to Toronto to perform with Lemon Bucket Orkestra. Songs are 
also learned through recordings (of commercially produced CDs and workshops) which are passed 
around through the internet and occasionally used in rehearsals for reference. 

Rehearsals are not always smoothly run, especially in the performance group. Sometimes long 
discussions result about the individual parts or the arrangement. There was a particular aesthetic dif- 
ference for a while between Anastasia Baczinzsky}], the original leader of the performance group, and 
some members. Baczinzskyj, although not a trained musician, has an incredible ability to lead a song 
with her strong sense of rhythm and her powerful and skilled voice. But she favoured a more popular, 
one may also describe it as Soviet style, which among other things, has a darker vocal tone than the 
ridnyj style used for the two-part and three-part ritual songs in the group's repertoire. 

There are also times in teaching or rehearsing, where the parts may be altered unwittingly. The 
error may be corrected but on other occasions the error ends up creating a unique variant. One exam- 
ples involves a wedding processional song "Shcho v Nashom Seli" which 1n its original form is sung 
with a strict tempo starting with four straight eighths notes. In KalynDar's version, the eighth notes are 
swung and the tempo slowed down with a laid back, behind the beat feel as if each note, especially the 
longer sustained notes are to be welcomingly embraced before resolving into another note (audio ex. 
1). In contrast KalynDar speeds up "Shcho u Sadu" and the top voice differs from the original record- 
ing (video ex. 2). Interestingly, the original recording has become rather evasive: it's not clear whether 
one, two or more versions were circulating through the larger Kosa community. However, the song 
is particularly popular, perhaps sung more often than it should, because it is essentially interpreted as 
a heart-felt toast and always follows with a shot of vodka. So many people in both the performance 
group and the larger community learn the song through repetition in practicing toasts and drinking. 
The result for KalynDar's version involves slightly differing top voices, sometimes sung simultane- 
ously. Members of KalynDar once questioned which top voice was the correct version and rather 
quickly resolved to accept all versions, even if they were singing at the same time. This is also often 
the case with the inner part of well known songs, where subtle variations in the part are performed 
simultaneously and create an interesting weave of harmony, something polyphonic expert Joseph 
Jordania describes as a "thick melody" (Jordania, 2006: 29), though Jordania's literature review notes 
that the top voice would never have the liberty to do this as KalynDar does with "Shcho U Sado." 

One two-part spring song KalynDar sings, "Kozel," evolved quite differently (video ex. 3). In the 
original (audio ex. 2), the opening call leads right into the melody and a toggling two-note drone line 
accompanies, which occasionally affords some contrastive motion between the voices. KalynDar's 
version, however, starts the call at a much lower pitch than the original and then adds a higher voice 
in parallel thirds. The rhythm is also turned around. The piece is in 3/4 and the original starts on the 
down beat where KalynDar's starts with a pickup. Despite the differences, the energy and the vocal 
technique still seem to capture an energy that can be authentically called ridnyj holos. 
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Conclusion 

Ata superficial glance, Kosa's penchant for inclusivity in their community workshops and events 
can draw parallels with the natural voice movement in the UK and elsewhere (Bithel, 2014). But it 
is also quite unlike the natural voice movement, such that it's connected to a larger, interdisciplinary 
folk experience that stems from a uniquely Canadian-Ukrainian heritage. The interdisciplinary nature 
of Kosa's activities are important in the creation of community and is an area of analysis that could be 
furthered. For example, in Thomas Turino's terms, one could argue that the ability to participate in so 
many forms of art at an event — whether it be through the display of crafts, dressing in costume, par- 
taking in cuisine, story telling, or to sing and dance — turns a performance into a "participatory" one, 
and as such, the level of communication goes well beyond word-based thought, which is an integral 
part of creating community (2008). Or from a psychological perspective, the engagement of multiple 
senses enables what Kay Kauffman Shelemay describes as "multiple elaborative encoding," making 
the event increasingly more memorable and meaningful to individuals within the group (#####) there- 
by creating a strong community bond. 

Furthering the analysis of the interdisciplinary, Kosa's use of crafts, songs, dance, acoustics and 
visual display creates an aesthetic space that affords an alternative to our post modern condition and 
enables an a more holistic experience of time, a momentary return to a time of ritual coherence (As- 
sman, 1992 in Erll, 2011: 33). This, in part, is achieved by the lack of a strict narrative. Even though 
Kosa has defined a mandate (to live harmoniously with nature, craft and song) many people in the 
larger Kosa community are not aware of this mandate. Overtones of a distant ritual Ukrainian past 
can be sensed at Kosa events but the particular Ukrainian-ness of this past can be overlooked or re- 
placed with a universal peasant ancestry, a connection to ancient ways upon which we can all claim 
ownership. 

Similar sentiments are explored in Mirjian Lausevic's monograph on the appropriation of a Bal- 
kan past by disenfranchised Americans (2007). Similar to what LauSevic describes of Balkan music 
and dance community in America, Kosa Kolektiv creates something of a metaphorical village. They 
glorify the "peasant within" as spiritually enlightened and their aesthetic offerings — both in terms of 
product and process — are appropriated from Ukrainian culture to make urban living more bearable 
(LauSevic, 2007: 62; Boym, 2002: 14-6). But the narratives in the Kosa community are not so clearly 
delineated., 1.e. the past is performed more than it is a concept to talk about. Attempts to narrativized 
the past sometimes even raise conscious disagreement with or disinterest in Kosa's mandate. Further- 
more, there's not a lot of talk about being connected to an ancient past although there are comments 
about songs being viscerally experienced and different yet also strangely familiar or somehow reso- 
nating. 

Such vagueness of historic representation 1s attribute to oral societies (Le Goff, 1992; Erll, 2011). 
Without the concreteness of the written word, oral traditions do not fix a static mythical past (Nora, 
1996: xxii; Blum, 1991: 4). Interestingly, our enlightened postmodern, postcolonial, gendered-in- 
formed outlook already accepts such a fluid view of the past, yet the narrativization process continues 
to try and fix it, which is problematic for academia (consider Martin Clayton's idea of "the collapse 
of experience into discourse" (2003). Musical and ritualistic performances like Kosa's function as a 
nondiscursive social representation and allow multiple views, possibly even conflicting views of the 
past to condense and coalesce into one performative act. (For more on how musical acts condense 
multiple pasts see Kuzmich, 2014: 43-50; Blum, 1991; Shelemay, 2006; Qureshi, 2000; Emoff, 2000.) 

Academia in general has trouble managing the meaning of the nondiscursive. Yet these are what 
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make music so powerful, as has been discussed by music scholars such as Samuel Floyd (1995), 
Emoff (2000), Qureshi (2000) and others. Edward Schieffelin's observations of how meaning 1s con- 
structed through performance in social rather than cognitive or intellectual space (1985) is also very 
useful, as is Stephen Feld's term acoustemology, 1.e. how we know through our acoustic experience 
—a term that recognizes not only sonic-based knowledge but the complex interplay of sensation, per- 
ception and emotion involved in perceiving the acoustic (Feld, 1996: 97). Ethnomusicologist, David 
Coplan's observations that a music undergoing change can remain traditional because of its ability to 
re-create "emotional qualities of experience" is also highly relevant (1991: 45). All of these theoretical 
frameworks can help recognize how Kosa's work has and will continue to create urban folk culture 
in Toronto. 

There is still a lot more to say about Kosa Kolektiv. For instance, the group hosts exchanges with 
artists from around the world, and particularly relevant to this paper is their association and exchanges 
with Ukrainian Village Voices in New York. They have also started Folk Camp, a week-long all-ages 
summer camp that reaches beyond Toronto with campers from parts of Canada and the United States 
and guest artists from as far as Ukraine. Moreover, the structure of Kosa's activities I reported on in 
this paper are already changing. There are no longer workshops foregrounding events like Haivky 
and Kupala. Instead weekly workshops on different Ukrainian crafts, songs and dance occur out of 
a more official partnership that has formed between Kosa and the expertise of Mark Ihnatowycz and 
Maria Kudriavtseva, the leaders of Lemon Bucket Orkestra. And so, the urban folk culture changes 
and thrives under the culturally fertile grounds of Toronto. Perhaps the activities too will change but 
what will likely keep the culture alive is as Copland pointed out, the "re-creation of emotional qualities 
of experience." 


Audio examples 


—" 


. KalynDar singing Sho v Nashom Sele Novyna (a wedding song) at a wedding in the Lithuanian House, 
Toronto, Jun 7 2014. Recorded by Andrea Kuzmich. 


2. Rozhanystia singing Kozel (a spring song), recording date unknown, recorded in Ukraine. This song, 
in mp3 format, was passed around through members of Kosa Kolektiv. 


Video examples 


—" 


. Dancing at Kosa's Haivky Festival in Trinity Bellwoods Park in Toronto, April 20 2014. Video taken 
by Andrea Kuzmich. 


2. KalynDar singing Sho v Nashom Sele Novyna (a wedding song) at a wedding in the Lithuanian House, 
Toronto, Jun 7 2014. Videographer, Alexei Golub. 


3. KalynDar singing Kozel (a spring song) at Winterfest in Hamilton, February 1 2014. Video taken by 
Anna Kleban. 
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List of audio examples: 
Audio examole 1. KalynDar singing (a wedding song), Novyna, 2014, Recorded by Andrea Kuzmich 
Audio example 2. Rozhanystia singing Kozel (a spring song), recording date unknown, recorded in 
Ukraine. This song, in mp3 format, was passed around through members of Kosa 
Kolektiv. 


List of video examples: 


Video example 1. Dancing at Kosa's Haivky Festival in Trinity Bellwoods Park in Toronto, April 20 
2014. Video taken by Andrea Kuzmich. 


Video example 2. KalynDar singing Shcho U Sadu (a toasting song) at a wedding in the Lithuanian 
House, Toronto, Jun 7 2014. Videographer, Alexei Golub. 


Video examples 3. KalynDar singing Kozel (a spring song) at Winterfest in Hamilton, February 
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JMIRNONLMSNL ILNIGNZIAN BOGIBMANS JOMDIA-JobIM 
LIBAIL LNOILIGISAN 


InbogomyMa sbMmgbgdob seEM|yE 98939809, MM30 Loderagmob s8memngybJ(30Mo 
d69d0 B4mbEo wes LabgM|Gyemo dIramosbmoob aosbyymeggemo bobam~mo aym, LodysMmmb dq(36m- 
dabs @o dabo dmegmamgdab 8Hm39bdo, MamnganMoa, ymgRam Ed DbsGH3Mye-ghagGo34Mo 
dndoMngdgan aobbo3ymMgdyeo dobsasbo 7Gcmnsbmd0m bobosmejdmes (d9msd30~@0, 2005: 
8-16). sd0Gmd, LH AE bogyyQWd3Zgqem0 a3Z0438b, 3039Msj~EMM, md Lym yEM0 yobMob boId7d9- 
do oMbydmde@o od CEMMn~@sb, Ms EMmnewsbs73 hodmysmade@s fggbdo syMmdob GMoe@a300. 
JoHaymoa mbabob g3Bg6mdg60 30, Imagbbgbgdom, drmgy~@ boMbyedo a~mgdb bomoggb wo 
dob, ddnd3gbgemmgobbamoe@, d939b96gmd9-dgmgnbgmdab Jomo BymByMo aobodoMmdgab. 

B9MIMOGMemmaayMa Oo sMAgmemaoyMo doboeydam dJgyMbgmodob od wWomanb oMmbg- 
dmds Aggbb BaemmomMn(36390@9 Msdegbnd9 smobbergyzmam seoM) wsbGyMeogds (go30b- 
od30@o, 1964; (3daSodgomo, 1959, wsgn0m MmmMHadoagsbod9, 2017). LoyyMoe@mgams, md 
Ibmgcmoamb Lbgo@oebb30 g69do Mgnbab smdbad3zb6gemo &gMdobo Dbaogbos, M03 dom boghmam 
boMdmdo3gmmdsb 9 doyqmamgab. sgzo@gda3mb aomMan baMmgmemoab 39MoyV~@om, gb bLo®y30, 
LEmMMH9e, LoJoMnggmmmosb yes aogM3qmgoyemoym (EqGQqm geo, 1958: 30-41). 

JoMayamo Loab&sMom Es MnGHMoSyMymo GysMmgdo aoxgmMygdyemos 30006, Ig~m30- 
Bgmdsbamob, mbabms6 wojzo3doMQdyJeMn dobsmmoam. Lomoy30b9dgemo d(3g6oM9 JoMagg~ 30(3b 
Jgeagbos-dmbsb&Mgdob Ayydeymodgddai3 RosomMaegh. dmogomo aobbo@gmoab daybgm@o300, 
Ag96b mMmdeg 30%a0b 500-%95 9980 sMan~mdmMag0 Yados ImeEbgyco. 

boJoMaggmmdo, boy 369m dobdam dg fhodmyomadgeyemoa byamab 9803980, 06939, 
AmMamm3 JoMaynomn La VoMadmygoMgmdo, yW3bmMgemo AmaboyMadob, 304M gd0b, dJobom- 
BAM Qd0b, CEo8~MMIs& dabo oy dbgMEm|dob soMMamB3obygdob 06393@0. dob b9M@bH_6 o3m- 
Mmmboamb Amembgemo, Jbg6mg3mbGHJ, 8Mmy3m8o BgboMoagemn. . . OMASbYXqemm cmo4ddgMHo, comb 
ZMOLHMYRMMM CE JobH mo, yob doMe@ 60 wo bb39d0. 

JoMaymo mbabab asbyymagemn bobomas Lodmgme. asdmhgbamo Jomaggemo dqbo3obd- 
(3M@69, dom3s sbemobadgama byaMyen0 LodmygMydob BoMdmdmdsb bobsJMabSosby~m bo- 
Bodo 39Moy~OMd@s Ed doM saMoMy~mMn Mam gdobs@dn sm3m|ba~@ Bndbgdo~e@ doohby3~o 
(sbemobodgom@mo, 1954: 219). 

Sd agombodomabom, Imob Myganmbgddo yoeMabse@ Lonb&yMgbm Mo®yjomyAma bey- 
RMNMIS0 DgdMagabobs, JsamMosd dadmb3930M0 sMos, Mmd LyQMye~o Lod~gmab domom- 
asbgamsMgdyomn badydgd0 0d MgaQaMbgddo a3Zb3e@g9d9, bo~ws3 30bobs Gs Mgnbob BymByMo 
aobbo3qmmydam aym wobabsyMmadyeno. 

Lyamob &M90(309d0 30093 97RMM aobod8 30739 JoMabGosbyemds dbmyamdbyeo39emm- 
d5d. GHModgbde, baMmdod, kyMmd9d doy3bm3Mab &M939bb9 dob bLabbemrbs es bmmH(3m0b 
BosMgdo0b LoddsmemynMo Ibnd3Z6gemmdo Jgndobs (am3oMod9 wo Moddsdodg, 2008: 485-486). 

Loembabm Lbygmodg boaommdmgdabs wo boghm bodmgmgdob daobmymgdob &Mo@n- 
(309 goMas@ fobb oemadbobemy yoddo34M-mMdgemosbab dogh® yxyMbo~m (3abgoHdo aodm- 
Jggyogeqem Bomoedo ,oggMnsbgemams badmgmes, ao~mmds, Mamobn, : 

wb0@o(3 CaG@N Lo~n~@n afbgdm@o, Ho~@ndo, Lo~ws(3 of 80MZqm~m0 ayoda WoYXMJdM@d 
05309, odob 89Gagab(3g9dobsmgab odob Lygmob bob 38oMesd0M NoEeES Ambyemny3696 dao- 
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C™mmdemgd0 Ed Lo~mbobmbs ao~mmdsbs AmM8yme~mme@by76 CEohmda~mba - E~|bs bom3gmmdob 
dose@emdsb6 bda~anbs Lymoabsds6 dga33M0dbo fAxjg96 wo Lbyobo... dob 4306 ImdI~gmo~mbo dm3- 
0EMEOb76 Logcmanmo badmegMmyadab Ia ddgembo, Loyjobo wes Loo Lodegmebs a®yme@nsb, mo- 
30L0 Mamabgdam. Mmogob Lo~myaMmdgmmb, dhogomyodagmoab wo bods@mmdmab asw@sbeoam. 
Sdabmobs bo~@0d%9 93e@g60 BoMam{dgdme@s. wo oge@gbao Lad~rgmes Ly~m bby wo Lbyo, Mmd 
mabo bssmo my 498-6o3mgd0 aMdgmejames ImmbybaErn Bs~@ndo...,,(9299d9349-MMd9~@0- 
60, 1861:146). 

boaymobbdms, md 09 badegmgdaob ymangMmgdob, dom mbSay_M dSqbgQdob JoMaggcmo 
39030 d90d9(369d@0 QMan@EMmAmMse@ — boMbye~mdo, sbdymbs ws Imdogom@mdoa, Zabsa~@ob gb 
bndyd9d0 dodo-dodomoaob (BsGbL-yemo@o6) Imd~nbsMymMd@s, S980M0 abaM |B9EO9M](39dME@d 
dob (s6dyeb). AgZILMYAM|dgE~M 30, MSZ0b DbMZg, ad@ob39d~e@s IMdEI3Z6M Momdsb (Imdo3- 
smb). s649, Lod@gme, dob (36mdng9MQd9do sMbygdmdes BoMbyemda, sbdymbs es Imdsgoemdo. 
Lodmgmab odagomo asodM9d0 Jdbob wo sdyoMgdb domo~@abmdsbmob bamboyMmdob aobi3@ob. 
LomMMge oda Grd, mMbGayMo mgoembsomMabam, bsembyMHon LadegMse JoMo~@abmdsdo a960(3~@9d0. 

my30 Imdegmsema 39M sbgMbgde@o bLademgmab aoe@s3gdob ImMdszgoe~ma Momdabomsob, 
ddomMos@ aoba3m@n@s sdob. abg, AmamM3 gb jo64qM bLodbdosb bLodegmes ,Ambasmm,,-doo: 
»0d50 a3M@o AmbasMo, 99 39M Bgabbo3em9 dgng~mdom ..., MHmamM bom3Mo~@ gbdonsby9de gb 
Lod@gms 93030 baMmgme~mab ,fobaymab, Lymaby3qmgoob: ,hobaqmo bodomms3gcmme, bodgd0 
A396 39MM y39Cmom, JMO Domasba3 MMI aoby~@gb, dodnb395 ybeo d3qmom,. (36md0~m 
gb8069m QmMmymmMab&Hb, Modmb dgbgb~@gb 38n@o~mb Mmd WsggbgbbmH, MyA30 FMmbgIE, 
JAnds Mmdgmad] Momdod dbmgymdbjo39~mmdnnn, gbagGa3z~yMo, ber3ns~m Ho oy Mond 
L630 IMBagom soma M4Z9 BQeamBcmmMym b6nd7yd9dO9, s~oM ao~@ob3o abobo dmdogem 
MomMdob wes sdmdoeme bogymoMa AgbbagMydn~@ob, 9M oMbydMdb domoa as~oMAgbab oMebsomo 
abs. aos@oMhgbab gMmose@gMan bodyomg|ds af4bgdo, MyjO Mo30@ bo~mbo 069d9db 99 Q|memn3- 
mamma badydgdob Mygobade(309b Cs Imobegbb dom sfGyommobgdob. obo3, od dodab- 
393000, ay abobo bo~@mbab (36mdngMgd0b MmIdgeadg JMgdos womgdomo (ITunanp, 1961). 

SIMnQs©, IMs39embdosbo Lod~r~gMes, gaan JbMng, 97AM3Zb4y~@0 2~EIZb8mdob dgboMAyybgd0b 
ddems3M bodyomgdoe@ danhbgmes, dgmmy dbMng, boMmbyemolb (dodo), s6dymb (89) @so dmdoe- 
amab (dgama) 9HMnsbmds, QaEmMbmgayMn AssbMyJd0m, dg0dg(369dmMead, HMAaMM(3 JoMo~w- 
abmds! 

myd(30, gb, ombyadamee@, y3ggmo yobMab boembyMm bLodmgmed9 amddob. Mamns asdmm- 
Agena bya Myo bodmgMs? 9d 34ymMbam, dsmbge@ booby MgbmMs aodmhgbaemo JomMm3qmo 
gommbagmbab, d9mMsd dodomasd3omab ImbobMHydo: ,Mob bodbs3gb gb qd3gemgbo, doamod 
(3M(36oem0 domo LygMabs? dabo dmodsambgdgemo0 byemn?... bygmab 9803490 ygb&gJd0. bod- 
yom, Mmdgmda3 A396 ao@ognbs33m gdm wo Mmdgmda3 BodagMs@ 3(36M3gMmMdm, aoM- 
wobsbyomn Lygmoab Ma®yomom, dabSyMooms Ed g8mbom. bobdobw@nb doq46o yg_bSgdobo wo 
dagMgdabasb asdmb3gyemoa gmo309 os aoMeadbosb3gab bLaboMmyen... bygms — Mamnaanmo 
Img bee. dobda oMab ob, boa@sbs(3 obMeEgd9 MamMany\Ma Cs ~Modob JobGagyMo aMH- 
domd 960. 30-gd6m ,,bobbembs wo bmmH 3b, A3gg960 AgbbagMagdnbo... (QodoMeod30m0, 1995:8-9) 

df JdDOMEdZ0~M BOME80M LoydMmdb JoMayen IyMmdob/LyugMab g3JoMabSoy~ 
dy 69d0b5. Q3JoHabGos (d9%d6. Ebyaptotia - Bg@INKAZ60M ,,Lodo@emdgeo,,) — -.aRcmob 
b9Amds, yacmoab &Ho389b0, JMobSgb babb~@mabs wo bmM30b boo~@ydenm. 

93goMabGoas JMobGosbmdob seo~@gba boowydeme. dobdo Jmob&gb owge, IoMow- 
abmdsbos6 dadomamgdsdo, mhagoMo@ 3emab eo go: 
1) qobG95, Hmam&H3z ,bogge@omoms boggcomabs wsdmMan639em0,, 06%) doMsw@oymo bo3m- 
(36emob dmd obo. 
2) JGob&9e56 AmA~@nbsHQ QA3g4oMHobLGo0b Loow@yIem, GmMI@ob EMmbosy3 IgboHy~@o 8yG%o 


doMseabmdob gbong8o3yqMo 308 JarMoo 
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Cd 306M Lye~mabdo~@ab ImAdg~@gd0M AoMeOsN4(3930 RoE agbe JMHab&ob gqdIomo8) bmm- 
(300 © ¢qddoMn® Lobbemog. dgd~@amd dob g7.bnoM d006 ImMbANbAba JMobSgbosb Igowmm 
JMamdoabs oo bowyj3ybr [bmM3gMgdabom3ab (am(3ood9 @os Moddsdodyg, 2008: 486). 

qHobSg sddmdb: ,Mmdgemoa godagh smMm3bo fAgdbs wo bydow~gh babbembse Agdbo, 
ofybogh 36MM {dE Loygbma, ~o JJ sMgo~@anbm aan wyyobobgbgmbe dob Cmgbo” (om- 
s69b bobs9d5, ma30 6). 

96%, BoMmbsyedo dmdbw@omoa bobboymo smgbmymgds obdymdo wo ILbOMsegQm@mos dImdo- 
3em0b 396. Bomb yamoab, sbdymbs wo dmdogmoab ghmnsbmds dg0dq(36969, LommM90, domow- 
abmdoe! 

d9M9d DodoMesdzamoab baGy39db, Jommymo bLygmoab g3JomobGBoym dybgdobmob 
Md 303dNMJd0M, SEOdbSyMgdb JoMamyooa mbabobagab ab& Mayme CWodobsboomgdgm0, 
HMseaayenn 9&M0d%78900: 

qQ3MMbL-79(3HMbLMdab agMsMJoymo Bgbgd0, modseab obbGoG Go (modo~@obs, Gmd- 
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GIA BAGHASHVILI 
(GEORGIA) 


THE AESTHETIC CATEGORY OF ETERNITY IN KARTLI-KAKHETIAN 
DRINKING SONGS 


In Kakheti they say, "When people appeared on the earth, God sent grape-vines after them". 
This popular saying doubtlessly indicates a special purpose of the grape-vine and wine in our cul- 
ture. 

A special merit and happiness of Georgia are bread and wine — the most significant food of 
man. Of the twenty one basic species of wheat Georgia is the motherland of eighteen. The natural 
conditions of Georgia — her climate, landscape facilitated the fact that there are more than 500 spe- 
cies of cultured vine. Archaeological excavations unearthed the most ancient grape pip dating back 
to the sixth millennium BC. it provides an eloquent evidence to the fact that even in such an early 
period the predecessors of Georgians processed grapes and made wine. 

The Georgian vine and Georgian wine by their many-centuries old history is one of the most 
ancient and special phenomena in the world. on the basis of the work of Hew Johnson, a famous 
researcher in the history of viticulture and wine-making, a permanent exhibition "Vinopolis" was 
organized in England in London, where Georgia was declared the most ancient area where viti- 
culture and wine-making originated. The first corner, named "the Cradle of Wine", was allotted to 
Georgia, as the birth-place of wine. 

In their works authors of Antiquity, foreign travelers, pilgrims and writers provide a lot of 
information about the quality and useful properties of Georgian wine. 

In the third century BC, Apollonios of Rhodos, in his composition about the voyage of the 
Argonauts to Colchis, writes that in the city of Aia (Kutais1) situated on the banks of the Rioni river, 
at the entrance to the palace Aeetes, King of Colchis, the Argonauts' attention was attracted by a 
climbing grape-vine. The Greeks were surprised at what they saw, all over the territory of the palace 
the columns were entwined by the climbing grape-vine and laden with the grape-bunches obscured 
the walls (Apollonios of Rhodos, 1948:93). 

Xenophon (401-400 BC) writes that the Caucasians living on the shores of the Black Sea make 
very strong and heavy wines, which they dilute with water, and when diluted they have a pleasant 
taste and aroma (Xenophon, 1859:158[29]). 

It is noteworthy that in different countries of the world the terms denoting wine are simular, 
which indicates their common provenance. As Aced. Giorgi Tsereteli suggests it must have been 
Georgia where this word ,@306m” ("ghvino") originated (Tsereteli, 1958: 30-41). 

Our history, culture, customs and character of our life are connected with the Georgian species 
of vine and the oldest technologies of wine-making. Therefor the vine and the grape wine occupy 
a special place in the life of Georgian people. This may be said both about the pre-Christian and 
post-Christian epochs. In Georgian mythology the grape-vine is considered to be a divine plant. it 
was worshipped ant thought to be "the Tree of Life". 

The way the grape-vine entwined the stake, it was supported by, was perceived as a symbol of 
the beauty. Therefor the main lines of the Georgian ornaments are reminiscent of the vine entwining 
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the stake. The vine ornament can be seen on the ancient goblet from Trialeti. The curls of grape-vine 
can also be noticed in the Georgian alphabet, which is by the way one of fifteen original alphabets 
existing in the world. In Georgian ornaments the leaves and grape bunches are depicted. In the same 
manner are adorned Georgian frescos and Georgian churches. 

As the legend has it St. Nino, who spread Christianity in Georgia in 4 century, tied up the 
grape-vine cross with her hairs. 

The high level of the culture of vine-growing and wine-making determined the phenomenon 
of Georgian feast, which took shape in the remote past. And singing has been an integral part of the 
Georgian feast. Shalva Aslanishvili, an outstanding Georgian musicologist, presumes that drinking 
songs emerged in the pre-Christian epoch and considers them to be the hymns dedicated to the 
deities of agriculture. From this viewpoint the highland regions have preserved very interesting 
devotional drinking songs, but it is no mere chance that the highly artistic specimens of drinking 
songs are attested in the regions where viticulture and wine-making were most highly developed. In 
this connection special mention should be made of Kartli and Kakheti. 

The feasting traditions were more greatly strengthened by the Christian world outlook. Eating, 
taking supper, feasting at the Lust Supper acquired the symbolic meaning of the Redeemer's blood 
and flesh. 

It is significant that the Georgian man comprehended these songs' existence, their ontological 
nature in the past, present and future simultaneously, as they come from our forefathers (the past), 
and by word of mouth reached the present which in its turn passes it down to the following gener- 
ation (future). Therefor in his mentality, the song occurred in the past, present and future. Such an 
understanding of the song creates and strengthens the feeling of being part of eternity. That is why 
from the ontological viewpoint the folk song is experienced in eternity. 

Though, in essence, it may be said about any folk song. Why is the drinking song distin- 
guished? From this viewpoint the idea of Merab Mamardashvili, an outstanding Georgian philos- 
opher is very interesting. "What does the power of those most ancient, but live force of the feast 
mean? Its inspiring spirit? The epic gestures of the feast. The world to where we move and where 
we live just for a moment, transformed by the table rituals, mystery and epos. The elation caused 
by the gestures radiating holiness and sounds and the happiness of transformation... The feast is a 
religious phenomenon. It contains that which gives rise to religious and almost mystic feelings. We 
receive the "blood and flesh" of our memory..." (Mamardashvili, 1995:8-9). 

Here Mamardashvili speaks directly about the Eucharistic nature of the Georgian feast. Eu- 
charist (Greek -... "deserving great gratitude") — the Lord's supper, the sacrament of Christ's blood 
and flesh, at which the donated bread and wine through the Holy Spirit are transformed into Jesus 
Christ's true flesh and true blood. Subsequently the devout receive the Eucharist to be close to 
Christ and be granted eternal life. 

Eucharist is the greatest sacrament of Christendom. It expresses Christ's idea in relation with 
eternity reflected in two ways: 

1) Christ, who "defeated death by death" or granted us eternal life. 

2) The sacrament of the Eucharist proceeding from Christ, at which the donated bread and wine is 
transformed into Our Lord Jesus Christ's true flash and true blood through the Holy Ghost. Subse- 
quently the devout receive the Eucharist to be close to Christ and be granted everlasting life. 

Christ says, "Who eatith my flesh and drinketh my blood, hath eternal life, and I will raise him 
up at the last day" (St. John, 6,54). 
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That is, the miracle which occurred in the past is fulfilled in the present and aspires to the 
future. It is the unity of the past, present and future that is comprehended as eternity. 

The Idea of Eucharistic nature of the Georgian feast 1s proved by the traditional attributes char- 
acteristic of the Georgian feast: the hierarchical rules of the relations between the old and the young, 
the Tamada (toast-master) institute, one of whose names is purisufali (bread's Lord), passing one 
drinking vessel among the guests round the table, drinking wine holding the cups when entwining 
their arms crosswise, the idea of mutual love and brotherhood by means of kisses, reserved, staid 
behavior and talking, moderation in drinking wine, feeding the poor - all these are the characteristic 
features of the Georgian feast which at the same time manifest its liturgical nature. (Gotsiridze and 
Ghambashidze, 2008:488-489). The same is evidenced by the toasts glorifying God, the toast to the 
members of the feast, all the saints, and others. (Shilakadze, 2008:506). 

In the drinking songs the very content, the themes, presented in the verbal material very often 
deal with philosophical issues, eternal topics and first of all the problem of life and death: "With 
the world this is the way, the night will be followed by the day..." It is hard when a courageous man 
died, his youthful moustache buried in the ground..." "What shall we take to the other world, when 
no one has ever taken anything". 

In spite of this there are no traces of despair in Georgian drinking songs, neither emotional nor 
thematic. (Tchokhonelidze, 2003:4). As Mamardashvili notes, "Nothing like tragedy, despite the 
fact that every object is tragic..." (Mamardashvili, 1995:9). 

There is no despair because there is the belief in eternal life, as "knowing that Christ being 
raised from the dead dieth no more, death hath no more dominion over him" (Rom. 6,9). 

It is no more chance that two great Georgian poets associated the idea of courage and faith in 
the future with singing and wine. 

Rustaveli, "I am the one who does not treat the world 

as an overripe cucumber, 
I am the one who thinks dying for his friend 
to be dancing and singing." (Rustaveli, 1975:157) 

Vazha Pshavela, "Life treated me to poison, but it tasted like Kakhetian wine to me" 
(Vazha-Pshavela, 1977:170). 

Or, citing Mamardashvili I can say, "I guessed the idea of the Georgian tragedy. If you are 
despondent and serious — you are not free yet. The bird's festive flying, in spite of everything... a 
miracle, 1s beyond despair, something else in a new life..." (Mamardashvili, 1995:10). 

The significance of the drinking song genre is also special because of the fact that in the mo- 
nodic Moslem neighborhood (to whose aggression Georgia fell victim many a time throughout her 
long history), everything associated with multipart singing, wine, table culture was perceived as a 
manifestation of the national identity. 

Another interesting fact which reveals the Eucharistic nature of the Georgian feast is that in 
different parts of Georgia where there is no grape vine and wine, the song "Mravalzhamieri" ("for 
many years to come") is not spread. It is due to the fact that no other drink but wine is in the Eu- 
charist. 

I think that the hymnal character of Georgian drinking songs is also connected directly or 
indirectly with the Eucharistic comprehension of the feast, since the Eucharist is the donation to 
the Lord's laudation and gratitude — "of all and for all" who asks for assistance. In my opinion 
such a comprehension expands the aspect palette of the Georgian drinking songs and facilitates the 
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emergence and evolution not only of the hymnal and laudatory songs but also the lyrical and other 
emotional trends. The Georgian feast places them in the aesthetic plane of eternity, where all these 
emotions are perceived in everlasting life. That is why Mamardashvili says about the Georgian 
feast "...The epos of objects and gestures", of the ,,clean objects" (Proust), which have nothing in 
common with history". 

(Mamardashvili, 1995:9). 

Quite understandably in the semiotic aspect emerges the association that the vertical of the 
multipart singing is the spatial comprehension of eternity, but the horizontal is temporal. 

In this connection the Kartlian-Kakhetian drinking songs (where the drone polyphony is espe- 
cially highly developed) the drawn-out drone may be considered to be the expression of the conti- 
nuity, the permanence of the temporal link and steadiness. Herewith, it is the support, the earth, on 
which the upper voices aspiring to heaven rest on like mythological Anthaes. 

The refrains — arali, varali, hari-harali and others, wide-spread in Georgian (especially in Kar- 
tlian and Kakhetian songs), must be associated with the aesthetic category of eternity. The transfor- 
mation of the names of the pagan polytheist pantheon deities associated with agriculture, lost their 
semantic meaning over the centuries and were changed into songs, are a vivid example of the phe- 
nomenon which in philosophy is called the mechanism of being removed from the religious aspect 
and preserved in the aesthetic aspect. Following the strengthening of the position of Christianity, 
after losing the centuries — old religious attitude to the pagan deity, it was the aesthetic idea of eter- 
nity that preserved its name and found a new function for it. I think that it is not a mere chance either 
that as a rule the meaningless words of this type are used in the refrains: the dubious understanding 
of the refrain (misamgheri" in Georgian: "misamgheri" as a refrain or "mis samgheri" (something 
sung for him or to him, "whose name should not be mentioned...") 

As if every time the Georgian man sings "harali, ari arali" he applies a seal of eternity to the 
song, in the same manner Pirosmani applies the Holy Ghost's grace to the Ortachala beauty. He is 
making the music sacred like Pirosmani does when representing a dove, the symbol of the Holy 
Ghost, on the shoulders of the Ortachala beauties. 

And finally in connection with the aesthetic category of eternity I should like to refer to the 
words of Mstislav Rostropovich, by means of which, in my opinion, the aesthetic essence of the 
Georgian folk song is expressed and perceived by the genius musician most precisely: "The Geor- 
gian song is surprisingly beautiful, happy and sad, strong and gentle, there is no other polyphony 
like this... hearing it just once will give you a taste of eternity." (Cit. Nakashidze, 2011:64). 
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BI98N 69d fIdNS, HOV306 Bob BI d0dl3GId 


h9d0 bdo g06dbodm3M%53b 49, Mo@g06 ob Ag godmdboGo3b wo 0~693b bodmamm 
Jdj@9ab obg, Amd b3@gdo0 do34M369dqemmdab, ob-(300(3049Md0b 06 06bL4M7d9768 40 
g0dmygj6960b = bsedm3mgSb. fhado bdo, 039939, y3gcobg sMbdMn300, Mo~@gob 
boMImM0Jd69d0 h9d dagM. 55990 0bg 0 35dM0b65453b, M83 bozyooMo 600; 39 dM, 
(3, 9Ma0 L630 Mg0b 966 0 J5303d0MI7Sb bodyoMmbosb wo 53 9AM L630 m30bgd0b obg 
OM 4034530 bodyoMmlb376, AMaMmMm3; bogqoomM bdob. h9d0 64s Aados. 306s0@06 Job Ag 
3003(390. hgdo 60s, BaM@sd0%0 Jb0d369e~mMd0m, oMob h9do g do bogogggd0b396. 


630396 3mbmmMoa, 05d8L8M4 30 


1. gob bd» 

gmob bdob (Lyomob 33gagd0b) yo3gmagab bogbSGoem dmdegmsmn asdmboGo3b. 306 
sMob ob? ob (doco 96 39730; mom,dab ymagcmmsob gb oym dod939(30, MyI(39 sbems MaSe~md5 
0(330999) aby yogmb, MmamM3 oM(3 gMaa Aggbmoaosbo, doamod ymgmb aby, Hmamm3 
Agg6b qdMogmabmdob gb~omdgdmea@s. Mm39 d96g~e@048 sbegMbLmMbab Jsas~moamda odgmo39m0 
BoMdmowagbb msgob mobo&mmgdb, MmammMyda adbgdme@byg6 mobsdg~mMm3qmdsdo 

rLAHNemos@ WsMbdANbZdyEmbo, sbmbodyMyAd0, sd&oyMg0d0“ (Anderson, 2006: 26), 
30b0 bds dgndmgds od sdgmaggmb gbdmegb? 3Mg963 babs&Mmobo? amgdob Mmdgemadg 
BsdSMRZ9d0ymab? dombbybL? GHooemmM b3nQGab? gb, smdom, 9M oMab myo oMdbSMmbao 
96 6Md CEamobo. dg Mo MAdo Woes, (MH. 3bs8g34yem0M]d, JoamMsd dob bo, MmIdge@n(3 
09 L38ggqmo300b 4306 @aob, omob bdo; MmammM3 gmomMds ws b639dd9 MgMmMoYymoe 
Mosbsdymgb, bdo Aga3o03b s0Mo~e@mAbb, Gmdgema3 aobbodm3mMs3b ob~wngo@b, 3300(36mdb 
dob dgbob96, gobbogyqmmyadyemns wo, 9d039 @EMMb, 39639 3939d0mM wWaob dobaosb; bdo, 
MMIgma(3 sbadbogb wo godmboGHo3zb gMb, oy3amgdmoe@ godImgymeae Lbgy@mb omo JomBen 
RBObGOBZYMSEO, OMd9C LoddmemyMs@s(3; Wo SdOGMId(3 ob 39M 63~—9d0 0d dobsbosmgdemgqdb, 
MmMdgma3._ A396 agoygoMb 96 agdyamb dmdmgqmemda — dobo obeagow@yommds 39M 
Li3@gd0  (3bmdoe@mdab bodsbabm bodm3o0mb (Mobs bgd0bdng9Mn bdo og 8mdoSyMoo 
RmmMdb). d9MB bob 36399309 ,bdob Ro bombmdoob“ (,,grain of voice”) dgbob9d oJ QMo0~e 
bobomagdmmes. ,6dob gobombmdosb/bobgb oM Bomdms@agbb domeme dobo &9ddM0” 
SddMdb d9MH bo, ,dobo dbodz6gemmdo 0909 YRMGMr BoMas@ 39M adbgdo ombyMamn, 3neEM)4 
dob a3o0hg969db Bobsomdmgamds Aybogobs wo bgdobdn9m bLb6go Moemoi3eb dmmob, Mo3 
JO55 (@s so ab5360e~@0)“ (Barthes, 1977: 273). Gs G®odso0b boby Igodegdo Sfrbegb gmob 
bdob? oMe abgma, MmMIgemda(3 gh Bobdsomd~ygamds do~mnsb dmagMns. A396 ybeoo dga3gdc~mmb 
BoMdmgn@anbmm, md gb bdo Momo 3ob oddmab. 


2. bds ces Lo dbmas~myds 

bdob, Mmdgmdq(3 doyMmb boydomo, Jdbob bobmas~@mgds, Mmamm3 bgbo, gMmo 
Lobmasemyds, Mmdgma(3 MMs@ sMab goymo@nmo. 4Q3MM LEMmMo ofbgdmes a3gm430, 
AmMamMH3 gmomMMo smbgMb, Hmd bdo ayymoabbdmdab bodmas~amyAdob, Amdgemal3 oxj(30~mygogeob 
boob dob. Ms oaymoabbdgds od obdbMdo? bdo, MmammMm3 mdng48o0 — baMmb demoggb 
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CMmoMa, — soMseEMAby~mn Jdbo~m|do os, 93M9M3Zq, AMSG Jboso. Ms MJdo oes, dob 
ofghb aobyymagmn 3o3daM0 sbdymbosb, doaMsd, 90939 eEMmb, ob boMdmowagbb bosbemab; 
030 HosmmmaayMose@ bs33~m gdb s@aamb obdymdo 339 oMbgdyyem boabydb. wo, Mo3 
y3gmobg dbod3z6gemma3oboe 9d gmb&gq4bSdo, gb omob jbo, MmMdgma3 Amago3gb Lbgyeb eo 
JOob gmneMmymog@. gb omob ob, MI(3 sgemos dom yogdoMb, JoamMed Ma(3 dom bogmam 
s4go (Dolar, 2006: 60). 

30bsa@s6 bdo BomMdme@agbb aoMesS bob, Mmdgma(3, 9d039 CEMMb, sd330@M db 
oMbgdmdob, dob, ob939, Bg~od0My aodmo gb Agdbo wo fgdb ,dgb" drmmoab ombydyemo 
Bobsomdm@gamds. dobogsbo bdo, 06939, Igd69d0, Mo Joda34yMo baMbaM Yoeos asdm3bo8m 
Logymoemo mo30 dmbmemmado (s6 cons@ma da); Mmdgemda3_ ab (Jobsasbo bds) Ab Goo 
099MMHgdb odob, (3 830605 49099(360;' L630 39M9E MMd 3Mq]30m, 83060 MsMadboab dob dogm 
d999(36gdq Mb ,gbsdo"; sdemgg3b gbob QmMdob, of sMbydmob, mxyd(30 dgdemoo Agdb aomgd9 
NsGbg7dMb. . . (Pogomomose@, go6bb3039d0m sbMobsao6, Mmdgcma3 Agdamgob g60b Eyoommdam 
begde aoboa9oo) bdo FMHMEMMYMsEO sbeEgbb Es JbabsomdI~M|ages JoS\yMosmobs300b. bdo 
JjeEo98MMos Agdb obeng0@xyo~mmdosbs wo Agdb brgos~myMH oMbydmdob daMab, GHo~@aob 
ab, Mmam™i3 EMmoMa 9ddMdb, dagZ4ymgZbgd0 MMNg_gb. od M3oe~mbodmoabam, bdob dg3yo30m 
Logos nfimaghamdgddo, MmammM3 bogymoM Mo3m0b, abg bb3q9dmob. 

Oy 308430, Md bdo aobsaMmdgdyemns Lobmas~@m|dom, dodob abdob 3amb30, Ms oMab 
Lobmascemgds Od Ms dbadZzbgemmds o43b dob EMg306~e9e~ dbmMamomdn? demgbhmo o(36oc@gdb 
wbodMasemy|ds oH sMab by39H]608 Gob se@gomn; gb omab ab, M93 og~mgbb bo3ymoM mosb. 
ab dma3o3b oMbgdmdab aoMaabyeommdob, Mo(3 AodIMMa3bo3b Job, Jodabs3 yo, Myo aderg30 
dab gmbgMgSyjem wobsbgemgdgdb — aoMeo330emgdo0, Lbgobmb yHongMames, 06 boxydomo, 
M30 ab xVM 0M OobMymydyems Ed, SIOZ, 9M adem~M|Z0 bo3ZWYMoM Mo3mob Mondg Hodsab 
qMangMamdob (n@g6GoMgd0b 96 asbbb3ge39d0b) dgbode@mgdm@mmdsb* (Blanchot, 2015: 12). 
Agdo bde, saMgm39, dg0(303b aoMy33g94yem0 GHodsab ,oMbydmdob aomygabyemmodob, Mmdgemnis, 
99939 EMMb, asdmMa3b6o3b dob, Mo~@ash MmammM3 jo |99dM3(39d bdob, ob asmygabyymo 
begdo oMbydabmgob, Mmdgma(3_ aodmMa3bo3b dob (wo gb 309 Mo30e@ 09). a3zocbo0 09-19 
bow 3y60b abgmo dmobMm3b99460, MmMamMyd0(3 oHn96 JoMAbo, wxyM3800d0, 39690 Es bb3., 
963360906, md MsMo(3 DbadZgbg~mmgs6n CEonzoMas Mg3IMEMN(30g9d0b, Db~EYLAMose~modo300b 
d9@EgQ09@- »Mo Mab Aggbo asbgamoeMygdabagab wosdobsbosmgdgmo — BgMEeES wxyM3890d0, 
— ab, md dsb wWssbaMas 939m boMdsG Joye be3noe~yMoa ymbGgJbGo; goo IgmmMyb 
daymemgdom sdmadoM339 obabo Aggbo ymoRnaw@sb dgMzo6Gomods300b 06 MagmMeM~(30g9d0b 
dodSj{ bam Cs 35d Mas~@mdsdn B9MEMQMO aAsbgnMsMews, Ms(3 fosbs3g@gd~@o dob” (Nisbet, 
1990: 73). | dbogcmom mdds gsomMds3o gb JgaMdbgd0: gjeomBob ,,The Wasteland*-do 
bshggbgdn0 s~@odnsbyMn adgwmasi3My9Qd0, Sge@ab Dbad3sbgmmdnb wojomMazo ber3anddo ws 
dagmoa kmgdo oagdyemos, MmammM3 o~mbns BoMbymdg. mgd boydMmdb 493M bdodo, 
doaMsd dob LogMmme oM aoohbos bdo, Mo~@asb ¥y3qmo bLowydoMa LodymBobyMns, IMo30e~m- 
JOmMaGaZ05 CES DEMME Bsba~mmdMng sMab Bge@mdoe@n7. 49 asMesH bab g&o8b9q Jeoasm 
93Mmdsdo, dgde@gan bodoyo aym 3mdyboddobos ws QMododbdab om bg3q9d0. | IboaRc~om 
mdab oe@sdosb9d0 dog344M39dmMeEbg6 00939 My oMo, Dbas3gb Lb3go@obb30 bLodmas~@ma|dob, 
AmMdmy|da3_ 8aMobsoMeEgdmeby6 gMadsbymb, CwobsbSoyMa domo yjRmgdob dm3m39d60/ 


"Go6coobo6 bdo dgqdbgd0, Mmd Iq oMs, 30M9(3 YRMM ambagMn Oo sgHMMaGHGHymo. EoMbdIbgdyoemo 30H 
Hd BMmoe@n d93Mb QaJMMd@s 9dd9 CEs boMJdgc~ma(3 gJbgd0, JoamMsd YAYMdgbos Cs3RXIMeIDM CEmmoMoab 
DLxgemmdgob. 

“A o008 Lobo &mobo, godmigboma bomgmdbamagma dommosb o30e@ aym/myd(30 (36mMda~M0 AYM J3H~Md~sd0, 


AmaMM?3 qQk330s6gbo Joo (Eliot 54) (94 s3GmMb Imygobamo o4gb 3H3Qg9m0 (30G9G> gemomBab Imgdo@ob, 
AMIgmbs(3 oMbydamo 3ogdaMo of 943b Mgdobaoob — 90). 
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dgboMAxybgd0b dobq bam, sdeEgbse@, gb domo CoMbINbgd4yemo oym, Hod Lodyms3omoab boasbo 
aJdogdme@o. JoMbo wos OM 338o90da Mos3g06bM M|MMagddo (30390 B9Mes aoy3bmgdobo wo 
asdmygbgdom 980d0%db 7 Ed 04GB 30(39d@0, MMd Lodmas~@mg|ds hosbs(33mo bodmbgemds, 
bmem mdagqGo ob939 aooMays ab&mMoab dogm, Gmam*3 ob s@odosbyd0, 306(3 ob dg4dbo; 
d9m\Q — AgmoagoyMabs oo br3nse~Molb b 87486965) Imqbme@ 7d~e696 Lobgemdbogmb, 
aogdmagMgdnbs Im{omo]ggddo Logmam bofdaboe@do dagym3bgoyemmdnb amdbmds. Mybymo 
NI3gMOS SmMe~dg3039d0b Bgd39Md0M aoMesnJdbs Loddmas 3o3dNMse@.? Mybgmoab fodoM3gob 
SMAYVMmMdgdbo wo La~oMndgdo, Mobs3 IMS y30 La®yogaab EMM|dnO asdmbOmMyd9 SoM AyD 
1920-096 Bemgddo — L630 WsGHZ30MMgZe 8Jmbeo, 30EM] ad 73MbmdnjZ4q4MH yobsbLbmmMmdsh, 
AMImoab Cobsomdw@yas;3 oyobywo bom~mba: obese LamosMndg LmayuosmyMHn goJ8o aob~os — 
dmb9d0 sO6mdomyMs@ aMgmgdme@s, oM4mbs 30 MobobbMMmdsb ] DJoymamgd@s. Eo My 
BMIMNEALH AM Mybgamdo dmogeMa AG Ma aym oMabGmygMoGo, dsoynmMagmo, wboddymo, 
RodoLGyM agmdobosda Amos3g0hH Ambobsomd~yajgw@ wo IHMo@ aosdmo3boe@gb gdoMogmo 
(wo Boabo). obg md, boghnm d&Mob Cobsomdw@ga aosghmosbgdyemds Mmammanmds 
Mgy0ddo dgqdbs mogoba bodmas~@mgds, MmdAgmIdaly EYNMyZdondabgy~mo JEgms3oM|d0 “bes 
dam@byymoaym odomo aosbowayMydam, 306(3 00939 gRobgyemmdgob of obnsMgd@ Wo ofM 
IMbsbam|mMde@s 09939 dammemmansdo. ,oMoygMns 0999 WRMmM bLoghMam — BAMb yob ~my3 
bgbbo, — Lodtmasamgdobs ws mgdob BagMgQd0bLmMg30b, Mmamm(3 damn 96 Jamgdob xavygQo. 
damn @d bodbmaseEmgds nhMaaghmasb3oMmdgdgmba ofnsb, Lb30a39Mo~@ MMd 3M430m, 
Lobmase@m|ds, dgbododoboe@, soM93emo3b damb” (Nancy, 1991: 42) bs(30%bdob Jammeamans 
— b9gbbob dagm dmygobam (3a®sGob Mmd @woggbgbbmm, — sMab oMoye~a domo. dobo 
dahomse@a oMbos bmb&omaoob gomgadgds d3gmoaboe@do, dgbododobow, ,,c@ojgomayamob" 
530056 CEsd330EM|d0b LyYMZ0~Mab o~d3gMes. abgma HMIMMABa3mMbygd0, MmamMyda(3 oMosb 
B9bbLo, demgbAmBo, do8s0my Od oasddgbo sgam0M|d96 drmbobMHydgob bLobmaos~amgdoabs ws 
dobo dbod3bgemmedab dgobobgd, Lemmy mS gb(3ayMa CoZoMagZo-sM@agbab jmbHoJb8do, I 
ILmgacmam mdab 93mbb9, Amdgemday BMemymbGab gofGoab dobs60 oym bodmas~@my|dab 
Lodmammm wobamg3e. abdob 3omb30, HmamM Ews3sdMybeqm od boMbye~mdo, bowo(3 A396 
y3gmobo BoMdmbayms@ MobogoMbydmd~@nm? wWo{gyVsMybe Im 3303 Lodbmas~my|doab sMbb 
Mos ab~wnZN@NO~Mmdnb asagdsb dobdo ws Job aoM|d9. 4RMM DbodZbg7~mmMBZ06bns, MogabmMog300, 
mgdab smbygdmdob dobodmgdmmds wo oMs Jobo sme@agbs. ,@wo3zoMayomo 6 as gboamo 
mgdo — sddmdb bgbbo, — dgndemgds aobgnbammm, MmammM3 Lbgo@obb3o soeMo@nadob 
amMb&Mo(300: MRobob, smgbob Jomo) bLobgemdbogmbo, Mmdab Mgbsydmogob, s8oM3gqe@m0 
qHabSosbymo ghamdob, ymM3mMo3a0b, boddmba — ws ym3gm dmy3eba~@m dgdmb3930d0, 
gb omab wsgoMajmo 389MaMe@, MMdAgGe@da’Z Lobmas@m|ds Mosdodmdes g9M338g949~ Mmreb 
ALGoGyAy{o0gd0b, GoGyomgdabs es boddmemydsob bodyjo~mydom* (Nancy, 1991: 9). coo, 
ym3gcma sbsemoa momds 306 ynMadob, boMmbsymoab doyymo~@gdob woyma3gdgmo Lym3amom 
boboome@ ds, (3 JMMAZ0M0 3BMbLob Soo. 

dodnb, m3 OYM3Z3o00do bLoddodoMb o(3bs~@gdwMo ,~wo3zoMayoma Mgdob" aodm, bybbo 
998) 30/390, MMd ,Mgdo sMboo WsjoMaymme, ab domemme ,dmdbdomgdge~m bobmase@mygdoe" 
aowoa ie. of oMbgdmdb mma bodbmase@mgds ws M3 dgG-bo3mMmg|d0@ AE JoEm)Mo 
Lobmase@m|ds. ,mgda" Bgd0bdng9M bobmasem|dsdo L63Zo sMoagQMns, My OMe AmdAbDOM|d9e™0 
Logosm Gn 3o3d0%gdom ws Domgdymo bsbm3Hgdom" (Nancy, 1991: 37). sdazoMeg, 
B9bbLo aobabamo3sh LognsmyMo ,@wojzoMagobo" ws dmdbdomgdmoab wmdoboMmyadoab oggeb 
Md OM asdmymeb gmadoebgmoabasb, Mo~@asb doshbos, md mMn39 Jomasbo 9MaN Es 00039 


2ubgomodmmoab, SEZ0EMMdM03Z0 BMdINbaL®ydmsb dabgg7e@M]d0, yr3ggc dgdmb3g30dG0, s@EM|yE@ bemgddo, bo- 
anjbom Ladmgmgdab mobbemgdam adomagdme@s 
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8AM 3gbob Bsboe@ons; dobdo @wobsjzomMan of aM3IM Ido WobojzoM|0@, SMSd9~@ bLr3nsem~MH 
gbadomnbdoe@. bybbLabagab gb om 39dg9m0 MBmemgo MMagabsemyMa Lodmas~emydnbowdo, 
Boa@IJagMyoma aoagdam, smbadbogb oMs odeEgbs@ ,oMbydmdsdo" ymobob, Mosd~gbsws 3 
wMbLIdMdobmsb" ymobob. o—9dd960 30eE93 3yWRMm-M dmMb Jo~wob od bozgombab oMa3e@03 
DILyxgmmedsdo. oan oddmdb, md ,oym y3qemob9 dgbododabo s~@sdosbmdsboosb, bodbs3b 
dgagdmmb bogymomoa dgobodmgdmmdgdabs wo 3m gb(3n0~@ab aodmygbgd0" wo odob aodm 
,0@ddNS69db ofgm 30eo0b dgamdbgdo". ,o~@odasbyd0 — b9Mb oan, — ymabo-oM ymabab 
8M 8H 6309~m0b AwEaMdsMgmdsdo, ym3gmms3o0b 39e~do sMosb“ (Agamben, 1993: XI). @o 
oy30 Agg96 ym3gmogoab 30edo gamdbmdm mogb, 4A396 agodgbh ymozbob wgg0(30G0" wo 
20MAI38M 8MGHJ6304M 0M yrobob. MY Z39EmMdo yoRbob aMdbmdo Ayw@dngo@ mob a3gbegab, 
AmMamM g9dy9Mjom Lb6gqdmob YHongMamdsb? A396 saga dgedm bogymoM mogb b63qdoba06 
D7QbM~DNME@, AZIbL MogabyQmgadob, dgdmbobe3gMmymb Lbggdobogob. oxyd(30, oy A396, 
AmMam™H3 Boo@gagMo sddmdb, 30MM ,hoaw@geymo soMbygdmdodon" Es My30 bodyomMm f3g6 
boMdmagzne@agob mo3b, Aggba mogabyemgd9d0(3, 96939, A396 bomdmazn~@agbyb Mmognsbm 
Mo3b. ,Yym3gcma s@odoobab sMbygdmde — baMb demabimBo, — oMab g99dMb63939 Lbgabmgab ob 
Logqdabm3o0b* (Blanchot, 2015: 6). os BoMdmowmagbb ombydob, dob b639dm06 dodsmagdob? 
Ms Mdo qbeo, bdo. bdob aodmygbgdab abgmo ao, MmamMna300, Jsgomomoe@, bLodegme, 
asbbo3zymMgd0m, Jobo 8oMdmbne, sMab MogabgdyMo asdmb3930 IMog~mgbmdabmg3ob. bdob, 
AMamH(3 Qoba3Z4qIMH Co OM QObNIW~M, SMS LogbMdMng Imgemgbob, Jayden bmbGomaonab 
390M63930 Lobmas~@mgdsdon Es sbymo bds, MmammM(3 B9b6bo s@badbsgb, oMab JysMo ws oMe 
boMdmygdyemn; demgbAmo ogaggh qomeagob ,Mo~mo(3, M973 MoLEMMb oMoab CEs(344@m0, JoaMod 
bo~@myemos* (Blanchot, 2015: 26); d5Gs0mgb ,dgygoMgdyemms Lobmasemges; 06 o399d960b 
dg6jeEyEH_Zd90 YM" Lobmas~@mygdodyg, MmMdgma(3 smoH aymoabbdmdb gMamnsbmdsb wo 
yo3gmag3ob asbemaiamns, M3 s6bam|3b dobogob bagm3bmabybomosbmdob dadboggdgm 
oMbgdmdob. 3yRM|mAM Ag®o~w@ oMob Cwsdsbam|3ggmo. Mmam™H3 CMmosMa osmbadbs3g@o, bdo 
Mab bosbemab ,asdmd3bo@gdgmo". bdo ayemoabbdmdb wosmgd&ogob. GAmamm3 ommomo 
smbadbo3b, nao smbadbo3b aoMeoS bob. bdo dgndemgds abdmegh, dgademgds — oo, doamod 
ab ym3gmago0b abdobgd0, Mow@asb dg dgbdob figdo bdo dabsasbs@s3 wo Agdb asMgmecs, 
Moe@asb ob (36mM3MMdb Agddo sb dg dq30(303 dob. 

Ladmgmab aom33gyjcmo 8od89d0, doasmamse, JoMaymna ImemagmbayMa &Mo~@0(309, 
SMbLIdAMs@, YM3gMaBZObL Ler3n.~@myMns, do~mnsb JoMGBo30 DJbnd3gbg~mmdam. gb bLodegmydo0 
490(303b, Lee 9/309, 3 bdob; gb 69940 Lagm3bemam 93b9696 Lodmegmeb, Gmdgema3 bdaMse@ 
dg0dem969 damab 96 ab&mMMoanb bobo~@mo aymb, MmammM3 bgbbo oddmdb Cs gMmoe@ gb bdgQd0 
boMdmdbos6 obs, Sbmb&omanyqma bodMobob dfmby ghamedsb. obamab yma bo®y30 
community, M93 mgdb bodbs3b, OED-b dobje@3om, domgdyemns boSy30 ,common"-~@sb - 
wbsgMam® ws o4gb Lebyobob 2 dobodemgdemeds: 80%39em0 Mob com“ (gms) + ,,momis“ 
(LodmgsMo/gsmeogayemgds). JoGaqm 8mmogmbayH bLodmgmMsdo bI9d0 oMnsb6 J7Mmoe@ 
Md, d039 EMHMMb, 39~m~O Jdy™M]d0 JMadSbqmab JodsMm, DadmagmoMamy|dnsb dom dogM39 
dg4dba~ma gmddnboMgdymo yogms~@mdnm wo Lymm ,oMbydmds —Mob" Ed ,oMbgdmde 
-do", Ms@asb Lodegmob dgbmymgdob Imdg68do h396 30m Lodegmsdo — badmgms om 
oMab fAggbdo. 


3. bdab LEsgms. 


M38 dmMaboyMMd =wo =. 363~@gd0 JoMOaymn = g|MM3mmmMob  sModoMmgge~ 
DgdLMyEMg_deEMVSbL, (9330M39d4EM0 39H, Hd 8oMZgE~0, Mobs(3 J930Mbgd096, Mab ,,Fmdgcmo 


*SsGo0eaqb ImbsOMJd9d0 BoMESdaM of Amdn®obos, JsamMsd aodmgaygbg bgbbo wo demgbAm so. 
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bdo 69M?" Agdo se@gnma AmA gS BomyMse aobbobo3MyAma wos smbadbyy~mns Eos gb Dodob, 
M38 9Mo9306 a3ob, Agdo bdo, Lobsd@3gamgdo, MmammM yogMb; ob) s@gamo asb34ym3bae~mno 
Agdagab ome MmammM3 abengn@absemgab, sMosdge@ Mmamm3 bdob DoSoMgdcmoabmsob. 
bd9d0, Ms mde, WOES gobbodM3M396 odob, my MmIdgma bLadergmse dobMymogds wo, 
SJ Jbse@, sysemndgdg96 wabgyMboab aobbogyqmMmygdoyem drombmg3bob. ob, Mo(3 aobsbb3039db 
bdoby Womydbgdyem (36—- MgQdgdbL. dogomamee@, L3ob4Mo, ayMyen ob jobyQMo 3mMj30em~yMHo 
mgdgdobasb, omab dsoMBjboy~mo = ,Qobambmrdao", L306yMHo bdo asdmboGo3b Momo 3 
asbbbgo3goyemb aymymn eo gobyMHo bdgdobasb — od Maaambgdob bodegmab L&Mmy74 ym, 
068 gMZ9EM960, AgGeEmengdo do~asb aobbbge39dqymn09 — dgndemgds bL30bymdo yxYayado 
L30bgndo andegmmb Moms3 GHadsyMHo ayMy~mo, MHMamMa3 4h3g96 Jdgn@mdoo", Jsamod fh34b 
oom dob aggbdob ddodg bgsbymo boxsbbo (968968mbo), daybg~@o30@ adobe, Mode gbse 
Db Bos Bymds os MsdeEgbs@ joMan — Z:oMnsbGHo. Lbgo@obb30 Mgaombob Imd~mgmemy|dob 
bdgd0b boMabbdo dbod3zbge~mgobos oMs nI@gZbs@ MammM|yEn 89MbLmbab ob~ngZgn@yjo~mmds, 
Mode jbowo(3, Mos30@ ob s@anmy|dn, bon~@sbs3 abobo dAme@nsb. 9d MgombobMabam, 
MszZabmMo30e@ qWdHo30 s@anm@my|dn, AmdMHoeg30 bdob dgd3qmd0m, Ima boyMmdg6. ~emb o8e@q 
boabdo dmMbL8965 eo bdo smbodbs3b, Mmd ,y3g9mo YEgMoemds, RoMaM asagdam, oMab bdo, 
boabgdob, mgmab wo figdo bdo” (Ihde, 2007: 147). o8e@gb obMam, mdagqGgob — bo&g0mam 
dobjobob, agdb wo o.d. — ofam bogymomoa bdgd0, 0b939, Mmamm3 (36M3g~mgdb. b3g06qm0 
Oy anMHns, GmamM(3 s@anm|do, Agndm|ds yougmeby6 asbbbgo3gqdqmoe (ob939, MmMam&%(3 
bgdnbdagMo s@goma, Joamed dg gaxyjcmoabbdmd 3mb3M978yen s~odosbob bdob, Mmdgema(3 
boMdmadbgd9 of bLodegmab commb). (ZOmMda~Mds QM jZemMMabLGdo smbyMe L306 dImd~gmMomn, 
AMdgma3, HMI, aby yrogMes, Mam mb domo go~woymodom". doamsd dgndemgds, 99/3 
SdaAZz0M9@ 3B3yEgMOIJ? 06 dgnd~™m|do 3:myg0e~myMIs GMgbabads Amd3qgb dgbodemgdemmeds 
dagyjobemm3@9, dogdsdm dob, mbe@o(3 @939%493mM 0d bdob ,gobombmdoosb", Mo~w@asb 
Agdo bdo, embygdomoe@, smbodbo3zb wo asdmboGo3b LHymnse@ Lb63eb? Moed~@gbsw@ omoab bdo 
Logq4emoab &gJobnjgo wo Modwagbose@ oMoab nan oMs abwngo~@ob, omModg@ dob asomgm, mgdob 
dog dobo sy3amgdcmmedob dge@gas@ dg4dbomo? ,dmybdobym Mybyom dobb, — oddmde@o 
dSoMB ba, — Mo~Ms(3 DAyoMa wos WAZm@moMaM |d4ye0 oMab dobdo (4396 domme gb agbdom) 
@d gb oMab Bsmbyemo (96 dobo bobsdmMMdqe@0), Mmdg7ema(3 YEQUMb bo&y39dd0, amMIsdo, 
dg9em0bd9ddo CES M3ZaM DgLMEgdob L&omda(3: Ho~Ms(3, M9(3 BOMESBOMSS (5393dOM {deo 
Imd~mgMemab bbgymmob eo dabo LomMdg9d0@96 Imo 43b mgqbode@ [. . .] gh bdo of oMob 
89MbMbse~mMoa: ab oM asdmbsGo3b oMoggMmb AgdbMymgdmab dobobgd, of 3 dob beyemb; 
SMONIMOS MMagnbsemyMo (y3gqm@mo MAb dobb ofgm d98-bo3emgd0@ dbaogbo bds), doaMed, 
93939 @eMmb, ob abe@ngow@yomyAMos: ob agodemggb bLodyomgdob aggbdmagh bbgyemo, 
AMIgmbs3, Ms HM do qYoeoos, 0M ofgh Lob!masam|dMagn a~@g7bGmdo, 03 ,8oMMBZbyen0", 
doaMsd, odob donbgm@e30@, omob wsdmyjow@gdgmo bbgymo. [...] gh omob bLommae@ 
2B bOMbMdos": Lbgyemab doG Momo ds309b boMIms@agob ddmdmoayMa gbe:, dgbodeme 
sb; Momdab ydoMmdme, ob, Gobo3 49 346mg LoddmenboM|do" (Barthes, 1977: 270). 
oJ dobeds Imgny306~—M soMB bob aobbobo3M do. qzo3gdoMe geo my oMo gb bodmgmesdo 
yoo@bob ow@geb? omob my omo bdo aobw@ngo@yommdsbs wo bLer3no~mqMb dmmoab 
wodsdyoomdanb aodmboSyomgdo? gb bobg, gobombmdas — Mmdgemai3 omMob wybazomyAMa3 
Md BMEM|AGHoyMa3 — Myo y3gmo Mab dobb dgG-bo3emgd9@ obsbosmgdb 039039 bdo, dodob 
gmmg Goma ofdbgdo adam, Mobs3 bdo dJgamgaby9db ab&mMoob dobdomd9. ob&smMos, 
96939, wgogdoMe@gds obe@ngn@b, Mmdgema3 bdob 9d gnbamMbmdoob DoGosMgdgemos. dg 
9396356639396 bLbogo@obb30 Maaombob bdgdb wo, dadad~@mons 3m1430, Mmd {Bmb3gM_Gyemo 
MJag0mMbab dobob bdgd0 ,dbasgbs@ yaogmb" wo nan39 dgdodmas 3m43° I9mMmHQ @o 
Igbed9 699d%q(3. Yy3gmo domasbb of3gb aoM33g94m0 boMabbo, MmIgma(3 aodmMa3bo3b 


Agdo bde Agdos, Mo~@asb dob 99 390M3(399 101] 


LAM AIH QMaMy{dq7e~ Loogmadob. dgdodemns gabbo3e~mm ayMymos@ yrogMo~@mds? figdo oMs 
JoMnggemmds oMab odob dobgbo0, oy ab, Gmd ayMycma of 39H? Bmgomob dobbogemabob 


393M Hsdgb 3b6o3gemda: Lbgo@obb30 bAIMbL, Lybod30b, IgGy3gemgo0b,” avdmramdob, Gmbob 
DIR gMO~MMdb, Y>oEQmMo~emdob AmdMomdob @o o.d. Za~ME 0b dade aobbog~mmb, MHmamm 
as0mMb39 JoMoymabsasb asbbb3039d6ye0 dqmasMmymo Lodegmabl yogmo~@mds. gb 4393960 
Log4mob GaJbogoo. doybb mogab (36mdom~m gbgado dm3yo3b doasm@momn: ,abamobab xom\dd0, 
AMIM|dMs6 JMM0@9(3 3OYs3Z0, 9M 2(3MEH76, MmMamMM AmgbdoMem BMobaxy~mo bohdgdo, 
Msdo3_ AZ00d4yems 989dMa39(330emo 8 000 bohodn; gb agoh3gg6g0b, Mmd bgemab bo4d9 dgademgdo 
Bg abbs3mm ws y3gms &HgJbogob o4gb mogobo ammdo* (Mauss, 1977: 71). 3mjgomyMo 
690m36960(3, 06939, Bgemo abbo3gem yd. doamed 393 ghamo gb GyJbogo 39M azgobbo3gemab 
Md |a30960MM3Z9db 0d gobbb3039d4q4~™ = ,,gQoboemMbmdosbamsb”. A396 dgagadm@ns hogadgmmm 
bdo Gs 30H9MMM Mb, dJagdsdma dob (9b bmd LmgosmyMhse@ y3g9mob9 dbad3bge@mg30bo 
dm 099009), doaMsd dom 3qgMsboMmmb a0dm39(39M39390M Iacomdgmabasb. doi33oemgdyenb 
oM ofgb bdo, JsamMod agnbe@s, Md Jmbeogb... HoGmd? adaGnd Hod ber3oo~myMa bo3M39 
aJdb9d0 bdam. IgMa~Mb ag0 smbgMb osdmbg~m L8oMa®yomyM Ageoydgdb, Hmde~mg|da3 
daggomgoyemob (3m36oe@ bomgbo39db gemodoMs 396006. dg~@aydgd0, bobsd mod0Ms3md96, 
AmamMH(3 dasz30mgoyengean, LogymoM bdoby bLowydMmdgb, donbododmds dgwandob bdobo 
Mod Ja(330m™mg]d4j~m0 se@osdosbab AgbbagMgd0do SMbgd4qm@m bdob dmrmMoab omMob ,odg~e@a9(3Mygd0b 
dmdg9680", sdobmseb gb omob ,bga3e@ob dmdgbGa3, M073. AodIMbgagxy~moo oMe ad~ Jbs@ dom 
Md do3zomydayjemo bLoydMmdb", oMosdg@ ,as6bb3039d4yem0 bdob dmbdgbom". a30 ob33bab 
Mond ,bLomM Ce od Jmdg68do 4 39Mqdb o~@sdosba Masmod {dob sybobmoyMy|dg~m wobsjomab™ 
(Ivy, 1995: 180). 0d Mgemobs(300b Bbobo~@os aba3, md Io(33gem~mgEd4ymgd0 39M Jdbosb od 
asbbgmdamgdsb, Mmdgmbo3 bdo bomdmdmdb, o~msm dgydmnom, Mmamm3 (30-(36emgdb, 
29Mb9dM6 _FmHMEMMYMso ba3gMh(39d0(3 Co Dob aoMaM73. bdo gobymagmos Jodobos (3, 
Hm36 ob AmdMogns. aodyyymagqemoe od 8n|MMgZbgdnboa96, 3nbmebs(3 06393b sber3ao(300b @o, 
sdsbm06b539, odobasbs3, 3abda3 06393b dob. dgbodmme, qjobob36gem0 bdo of wo dadega, 
0M adbgd0 figda bogymomoa. 0d dgdmb3gq3abmgab dobeso ImBgny306m gda~mo wobjobbbo 
— dm~mb eds dmemb, ab, 30673 Qy9mM aodmboGBo3zb wogabygdo0b sbdmdob — ,ob9, Hm, 
AmMamH(3 Bomgbo3g0 dgb3~@0 Modgb/h3g6 3boydMmd~e@om momsbgdb drmMab/bobsd bogbds om 
Imombos Aggbb Syhgdode9/w@os wogoMs Agg960 bobgemgdo". 


noMmadbs 656s dsMadsdgd 


> wy B 09 9360db~m, md g7bo oM aobdabamosgh of(3 gMa~o obsg4Gom, Mo~asb gb (30039 33emgg0b bogoboo. 
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MY VOICE IS MINE BECAUSE IT GOES FROM ME 


My voice defines me because it draws me into coincidence with myself, accomplishes me in a 
way which goes beyond mere belonging, association, or instrumental use. And yet my voice is also 
most essentially itself and my own in the ways in which it parts or passes from me. Nothing else 
about me defines me so intimately as my voice, precisely because there is no other feature of my 
self whose nature it is thus to move from me to the world, and to move me into the world. My voice 
is mine because it comes from me, it can only be known as mine because it also goes from me. My 
voice is, literally, my way of taking leave of my senses 


Steven Connor, Dumbstruck 


1. The voice of a nation 

The voice of a nation is always a crooner. I wonder why that is, but then perhaps I do not 
wonder at all. In imagining the nation, we imagine also a blankness. And what is a crooner, but a 
blank voice? He (or she; 1t seems to always used to have been a he, though that might be changing, 
now) sounds like none of us could, but has to sound the way most of us want to. When the Ameri- 
can in Benedict Anderson's example, imagines his fellow Americans going about their day just as 
he is, and "has complete confidence in their steady, anonymous, simultaneous activity"(Anderson, 
2006: 26), whose voice might this American hear? Frank Sinatra's? Whoever won the pop Gram- 
my? Beyonce? Taylor Swift? It probably isn't Louis Armstrong or Bob Dylan. I am of course but 
speculating, but the reason behind this speculation 1s that because the voice, as Connor and others 
have theorized, contains in itself a paradox of simultaneously defining the individual, announcing 
her presence and being detached from her, the voice that comes to signify a nation necessarily takes 
not only physical but symbolic leave of the body to which it belongs, and so it cannot possess the 
characteristics we so often love or hate in singers — its idiosyncrasies cannot stretch far beyond 
basic recognizability (which any voice automatically possesses). Barthes' concept of the "grain of 
voice" is useful here. "The "grain" of the voice is not—or not only—its timbre," writes Barthes, 
"the signifying it affords cannot be better defined than by the friction between music and something 
else, which is the language (and not the message at all)". (Barthes, 1977: 273) And what kind of 
grain could a voice of the nation have — not one where the friction 1s too strong. We should be able 
to imagine this voice saying anything. 


2. The voice and community 

The voice, I'd like to suggest, creates a community, a community of one that is always split in 
two. It would be more accurate to say, in fact, that voice, as Connor describes it, implies community, 
necessitates it. What do I mean by this? "Now the voice as the object," writes Mladen Dolar, "the 
paradoxical creature that we are after, 1s also a break. Of course it has an inherent link to presence, 
to what there is, to the point of endorsing the very notion of presence, yet at the same time, as we 
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have seen, it presents a break, it is not to be simply counted among existing things, its topology 
dislocates it in relation to presence. And—most important in this context—t is precisely the voice 
that holds bodies and languages together. It is like their missing link, what they have in common 
(Dolar, 2006: 60). 

Because the voice presents this break at the same time as it asserts presence, the voice brings 
to the surface my split from myself. The voice in my head that is telling me what to type at this 
moment by means of mimicking a monologue (or a dialogue), in which it (the inner voice) rep- 
licates what my brain perceives I sound like! in the world and which, when my brain translates 
my "thoughts" into "language", gives this language form, does not exist outside of me...but it can 
(unlike those thoughts, for example, which I understand through language); the voice is simultane- 
ously reified and resistant to reification. The voice mediates my individual self, and my social being 
because it belongs to both, brings them together, as Dolar suggests. In this sense, the voice is what 
enters me into a social relationship both with myself and others. 

But if I say that the voice necessitates community, this begs the question of what exactly is 
"community" and what it means in the world. Blanchot claims that "The community is not the 
place of Sovereignty. It is what exposes by exposing itself. It includes the exteriority of being that 
excludes it --- and exteriority that thought does not master, even by giving it various names: death, 
the relation to the other, or speech when the latter is not folded up in ways of speaking and hence 
does not permit any relation (of identity or alterity) with itself" (Blanchot, 2015: 12). My voice, 
too, includes the kind of "exteriority of being that excludes it" because once I produce sound, the 
sound is exterior to the being that excludes it (which is me). The late nineteenth century thinkers, 
such as Marx, Durkheim, Weber and others longed for "community", for it appeared to them as 
something lost in the aftermath of revolution, industrialization, the onset of modernity. "What is in 
fact characteristic of our development," wrote Durkheim, "1s that it has successfully destroyed all 
the established social contexts; one after another they have been banished either by the slow usury 
of time or by violent revolution, and in such fashion that nothing has been developed to replace 
them" (in Nisbet, 1990: 73). World War I furthered this sense: it takes but a read of Eliot's "The 
Wasteland" to see the profound disillusionment in human solidarity, the loss of faith in the social, 
an alienation so great the entire poem is constructed of allusions to disparate pasts. "The Wasteland" 
speaks in so many voices, it has no voice at all, as all the speaking 1s simultaneous, multi-lingual, 
always only partially accessible.* In this fractured Europe, the next step was towards the rise of 
Fascism and Communism. World War I set people previously affiliated with similar if not same 
imagined communities against each other for what seemed like little reason but dynastic power, and 
so this power was sure to be despised. The longing articulated by Marx, via his theory of alienation 
and commodity fetishism (implying that the community has been replaced by commodity, an object 
that is as removed from its history as the people producing it are removed from it, themselves con- 
structing that same history of which the objet carries no trace), and Durkheim, through his interest 


‘Though sometimes the voice telling me what to type sounds nothing like me, but rather someone smarter and more 
authoritative. I am sure Freud has all kinds of things to say about that, but it is best to her leave well enough alone. 


*Ex: "Madame Sosotris, famous clarvoyante,/ had a bad cold, nevertheless/ is known to be the wisest woman in Eu- 
rope" (Eliot 54): Europe's glance of the future is ill, its wisest carrier, a so-so-stris, and at that, armed with a pack of 
cards. Anything can happen — the deck is as good a forecast as we may ever get, and our corpses will sprout eventually, 
unless the dog keeps digging them up as reminders, perhaps, of what we have achieved (Eliot 55). 
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in structure of religion and what constitutes the social, called for a state that would reinforce the 
sense of belonging to a common cause with one's fellow citizens. And so overcome by Bolsheviks, 
the Russian Empire turned into the Soviet Union.’ The plunge of Russia into disarray and poverty 
that followed the temporary improvements of the early 1920s carried a different tone than the pre- 
vious economic disparity against which the people had rebelled: now the poverty became itself a 
social fact — having was anomalous, not having signified equality. And while in Communist Russia 
the main enemy was the aristocrat, the bourgeois, the idler, in Fascist Germany the main foe was 
the Jew (and the book). And thus united against a common enemy, each of these regimes created 
the new communities, wherein the Durkheimean effervescence could be achieved through ousting 
or destroying those considered as not sharing the same values, not participating in the same my- 
thologies. "Nothing is more common," writes Jean-Luc Nancy "to the members of a community, in 
principle, than a myth, or a group of myths. Myth and community are defined by each other, at least 
in part — but perhaps in totality — and this motivates a reflection on community according to myth" 
(Nancy, 1991: 42). The mythology, which Nancy brings up shortly following the quoted passage, of 
Nazism — the Aryan myth — both recalls the nostalgic longing for the old and "reenacts", or to use 
his word "stages" the original great mythology seemingly "lost". Theorists such as Nancy, Blanchot, 
Bataille and Agamben developed their understandings of community and its meaning, potential loss 
or recovery, against the backdrop of World War II, in which the event of the Holocaust aimed at 
the ultimate destruction of "community". The question asked, then, was no longer "how can we 
go back to the old times when we could all exist harmoniously together?" Instead, the questioning 
turned towards the notion of community itself, and the individual within and without it. What 1s at 
stake is the possibility of "community" itself, not its necessary recovery. "The lost or broken com- 
munity," writes Nancy, "can be exemplified in all kinds of ways and by all kinds of paradigms: the 
natural family, the Athenian city, the Roman Republic, the first Christian community, corporations, 
communes, or brotherhoods—always it is a matter of a lost age in which community was tight and 
bound to harmonious bonds in which above all it played back to itself, through its institutions, its 
rituals, and its symbols, the representation, indeed the living offering, of its own immanent unity, 
intimacy and autonomy" (Nancy, 1991: 9). Yet this harkening back to something in itself is a kind 
of constant. With each new generation, the longing seems to have stayed. 

While Durkheim, for one, mourned a loss of community, Nancy, claimed that "Just as commu- 
nity is not "lost", so there is doubtless no "society of consumption". There are not two societies, nor 
is there a more or less sacred ideal of society of community. In society, on the other hand, 1n every 
society and at every moment, "community" is in fact nothing other than a consumption of social 
bond or fabric — but a consumption that occurs in this bond, and in accordance with the sharing of 
the finitude of singular beings" (Nancy, 1991: 37). Nancy thus argues that the ideas of "loss" of the 
social and the domination of consumption are not actually split, do not themselves split anything — 
they are part of the same process, wherein the loss is not a loss, but social cannibalism. For Nancy, 
this "longing" for the "original" community, in a Heideggerean turn signifies that instead of "being 
in", we are always pulled in the direction of already "being with". Agamben further pushes these no- 
tions. He claims that "the being most proper to humankind 1s being one's own possibility or potenti- 
ality" and because of this "humans have and feel a debt". "Humans," he writes, "1n their potentiality 


>by the way, the meetings of local communist groups were, at least in the early years, always accompanied by choral 
songs 
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to be and to not-be, are, in other words, always already in debt" (Agamben, 1993: XI). And if we are 
always already in debt, we are in "a deficit of existence", and choose the potential to "not-be". And 
if we are in debt, how might we enact this feeling but in our relationships with one another? We thus 
perceive ourselves as limited by the other, our freedoms bordering each other. However, if we are, 
as Heidegger suggests "thrown into being", if the world presents itself to us, our own freedoms too 
present themselves to us. "The existence of every being," writes Blanchot, "thus summons the oth- 
ers or a plurality of others" (Blanchot, 2015: 6). What presents the being, positions it in relation to 
others, is the voice. And certain ways of using the voice, such as song, especially harmony in song, 
necessarily summon a plurality. The voice as both a physical and non-physical thing, as a signify- 
ing non-object, can fulfill the demands of both the nostalgia for physical community as well as the 
understanding of community as abstraction, as something that is, in Nancy's view never produced 
but resistant; in Blanchot's, as something that does not protect, but exposes (Blanchot, 2015: 26); 
Bataille's "community of lovers",* or Agmaben's sense of the ungraspable community that no longer 
implies a togetherness, but rather, is always fractured, the fracturing being what grants it viability. 
The voice presupposes a dialectic. As Dolar points out, it designates a break. It is always fractured, 
always exposing, always belonging and not belonging. The voice can be heard or not heard, except 
itis always heard because I hear my voice inside me and outside me as it leaves me or as I contain it. 

Certain kinds of singing, like the Georgian Polyphonic tradition, for one, are always inherently 
social, in a very simple sense. These songs are impossible without at least three different voices; 
they call for plurality. These voices come to fill vital parts of the song — and song may in itself be a 
shared myth, often a story or history, like what Nancy brings up — and together these voices create 
a new unity, in that nostalgic sense. Community, according to the OED, deriving from "common" 
has two main possibilities of origin. One is "com" (together) + "moinis" (bound/obligation). One is 
"com" (together) + unus (one). The voices in a Georgian polyphonic song are both together as one, 
and under obligation to each other, bound by the sound they produce in combination, thus fulfilling 
the desires for "being with" and "being in", because at the moments of this singing, we are inevita- 
bly in song — the song is not in us. 


3. To learn a voice 

When I travel and meet fellow (non-Georgian) appreciators or performers of Georgian folk 
music, I notice that the first question I am often asked is "Which voice are you?" Immediately my 
placement is determined and noted, though what my actual voice sounded like nobody yet knows 
— I have a voice and promise a proficiency to take up the space allocated not for me, an individual, 
but for a voice. Which voices are present of course also determines which songs are possible, thus 
shaping a particular instance of discourse. Of course, what distinguishes this voice-based foreigner 
community from say, Svan or Gurian or Kakhetian svocal communities is the Barthesian "grain". 
The Svan voice signifies something quite different from the Gurian voice or the Kakhetian voice 
— the song structures in these regions are very different themselves, the intervals used, the way the 
melodies in each part cohere varies greatly — but you can have a group of Svans in Svaneti singing 
something as quintessentially Gurian as "Chven Mshvidoba" and it is likely to have a heavy Svan 


4T realize I have not brought in Bataille directly into this essay, though both Nancy and Blanchot reference him. In the 
end, for the sake of space/time concerns, it seemed that the backdrop of Bataille in these other works would be for the 
time being sufficient. 
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undertone, regardless of how correct the tuning might be, how good the variants. The voice quali- 
ties of these singers from the different regions do not so much signify each person's individuality, 
but they come to signify the places themselves. In this way, the places though themselves static, 
travel by virtue of the voice being transportable. Don Ihde in Listening and Voice, points out that 
"all sounds are in a broad sense "voices," the voices of things, of others, of the gods, and of myself" 
(Ihde, 2007: 147). In Ihde's view, objects — trucks, ships etc, have their own "voices" too, just as 
animals do, each recognizably different even if the verb or adjective we might use to describe it 
is the same. Svaneti then, or Guria, as places, can sound in certain ways (and any place can, but I 
am addressing the particular human sound made during song here). A prominent folk vocalist once 
described a singer from Svaneti as sounding like "he swallowed a mountain", for example. But can 
I sound this way, too? Or would my vocal training simply allow me to approximate and imitate, 
without ever being able to adopt the grain of voice because my voice inherently signifies something 
different? How much of voice is a technique of the body, and how much of it is created by virtue of 
it belonging not to the individual, but outside of the individual, to the community it itself necessi- 
tates? "Listen to a Russian bass," says Barthes. 

"Something is there, manifest and persistent (you hear only that), which is past (or previous 
to) the meaning of the words, of their form (the litany), of the melisma and even of the style of 
performance: something which 1s directly the singer's body, brought by one and the same movement 
to your ear from the depths of the body's cavities, the muscles, the membranes, the cartilage, and 
from the depths of the Slavonic language, as if a single skin lined the performer's inner flesh and 
the music he sings. This voice is not personal: it expresses nothing about the singer, about his soul; 
it is not original (all Russian basses have this same voice, more or less), and at the same time it is 
individual: it enables us to hear a body which, of course, has no public identity, no "personality," but 
which is nonetheless a separate body; and above all this voice directly conveys the symbolic, over 
and above the intelligible, the expressive: here, flung before us all in a heap, is the Father, his phallic 
status. That is what the "grain" would be: the materiality of the body speaking its mother tongue: 
perhaps the letter; almost certainly what I have called signifying" (Barthes, 1977: 270). 

Think, for a moment, of the way Barthes' description moves here. Does it not align with the 
idea of being-in-the-song? Of the voice embodying the tension between the individual and the so- 
cial? This grain then, it is both unique and collective — if every Russian bass has more or less the 
same voice, then the collectivity achieved relies on what the voice signifies in its social positioning, 
in its history. But the history is also of the individual who has come to carry that grain of voice. I 
recognize different voices in the ensembles I've listened to over and again, yet I can also say that 
to a degree basses from a particular region "sound the same", and maybe first and second voices 
too, all have a certain quality that escapes structured learning. Can I learn to sound Gurian? Does 
my non-Georgian-ness prevent me from it, or specifically, my non-Gurian-ness? In vocal training 
one learns many tricks. One learns how to breathe first of all, how to speak,’ how to pronounce the 
words often foreign to one's ear in a convincing way. One learns how to color the tone, move the 
sound laterally along one's mouth to adjust brightness. One learns how to sing in a way that the 
sound made is the same whether one plugs her nose or not; one learns to sing as if in a field or in 
a chamber. One learns how to use the different cavities within one's body, and so one can make 


>T have to add that I have not addressed language in any kind of sufficient way, but that would warrant a separate essay. 
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a Bulgarian song sound different from a Georgian song by virtue of its placement just before it 
is let out. These skills, they ave techniques of the body. Mauss, in his famous essay provides an 
example of digging to illustrate this: "The English troops I was with," he wrote, "did not know 
how to use French spades, which forced us to change 8,000 spades a division when we relieved a 
French division, and vice versa. This plainly shows that a manual knack can only be learnt slowly. 
Every technique properly so-called has its own form" (Mauss, 1977: 71). And a vocal knack, too 
is learned slowly. But these techniques, though in themselves significant of course, do not explain 
or allow one to acquire that different "grain". Because to do so, would imply learning how to be 
as another, which try hard as we might, in our quest for community, we cannot do. We can carry 
another's voice with us, these days especially. We can record the voice, and mimic it (mimicry 
always being a socially significant action), but we cannot take it from its possessor. The dead have 
no voice, but we want them to... precisely because alongside with the individual no longer alive, 
the social space created by the voice of that individual is irretrievable. Marilyn Ivy, describes the 
instance of Japanese spirit mediums speaking with the living relatives of the dead. The mediums, 
while speaking as the dead, maintain their own voices. The disparity, the "stunning difference" 
between the voice of the spirit medium and the memory of the dead person's voice, "would seem to 
be a moment of disillusionment," yet this is "a moment of grief provoked not so much by a belief 
that a dead one is speaking", but by "the difference instituted through the itako's voice". "Here is 
the moment," says Ivy, "of realizing the irretrievability of what is lost, signaled by the irresolvable 
gap between the voice of the medium and the dead person's remembered voice" (Ivy, 1995: 180). A 
part of this realization, I think, is also the realization that the dead themselves lose the split that the 
voice creates, they are no longer able to constantly exist in the space between the in and the out, as 
we do, constantly. The voice is inalienable, even if it is portable. It is inalienable to the person we 
associate with it, but also, to those who associate. Perhaps, the last voice here, then, should not be 
my own. I'll let Emily Dickinson take over, for the moment — after all, who else to better articulate 
the voicelessness of forgetting — "And so, as kinsmen met a night /We talked between the rooms,/ 
Until the moss had reached our lips, /And covered up our names." 

Though sometimes the voice telling me what to type sounds nothing like me, but rather some- 
one smarter and more authoritative. I am sure Freud has all kinds of things to say about that, but it 
is best to her leave well enough alone. 
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DILNS VO JES DQOINSENIS GOMIMIBDIAMS0d0N 


Imdm|Msemn 3mdnbaen 

nd3gm gba woMma~@sb Jmymmgdyeon OMrgd@g, 89MamMeEymse, @oobdab bo3zambo 
BgdabdagMa = mb3g8GyomyAMa bob&dob Mmogdo  gmbgMgGyemo = o~odoobob = adab 
(dogasmoamse, bo8agbba, mgamo, J3OM39e0) wmoygj6gd0b dgbob9d — gb bozambo of SyomyMos 
CoM3NbA~@Sb6 {Mad boy3Z~ybab dgd~eI—a9(3. daybg7~m@e39@ Adobo, Hmd oH asagohboo bLodoagbboab 
330@0 195 do~ombo Bemrob bob (Omo I, Omo II) (mdm oGob de. mdmb bobod8ammtyg 1967-74 
bemgddn smdmAgboma d3gmgda, gmamdno- doomad.), gb mAMMa Modo, ~ssbemmydam, obo 
oMob Bgmb Ima3o3b, Mmdgemag, MMAMMH(3 9dd6Mdg6, 230303d0M]Sb om@MoggeE gMgZdIAyboob 
— 9b dbmeme Msd@96099 89;3609Hb sbeybgdb'. Mobsdge@MHmg9 so~m|mMobaMmdmemans 
asbabam@mesbh dodqmayma g30b omMaydgbHb: s~@odosbob bobgmdse (36mdna~ma agbgGo34yMo 
emdnbaMgdob asM9d9q dg9zg0MMd Lb3gs bobymdgdms6 (Gabo agbgGo3yM0 90b9d9d0(3 
(36md08), Lon@obsy3 asbgnmsMes Imgma Magn 3mMaboGyMo 3mddemgdbgdabs, Gmde~yd0(3 
dobodeg of a3b3ge@9dme@o Lb3Zo bobgmdgddo sMon@EgbGHaga3o0Mgdye0 IyBo(300b a3sd—M ~@o 
Mosdo3_ dggZadMabs, My s~@aamoab dg33moab abom wos, dgbod~mme, Logomo asbowmayymygdom 
100 dogmambo bemab bob dmai330 8emobg Go. A396 39d6Mmdom od a~@ Jeb, MHmamM(3 o~@odosbol 
Bobodmoab donb, MmdAgma’3 ¥38g9mob azogMansbgdb. oMby6mMdeb96 03M qM39 L630 s~@sdosbygd0 
yobemgb k9Mame@sde@j3 jo: dsamMsd smMo4Go3ymoe@ dgaqdmgdgmos, Md (33cm0mgd9d0b 
MMdgmaId9 L8g3ogyag4qMa Gado gAgmMeny3000b dgZo0(3Mgb Bobmbb aodi3gm@s — my oMo 
DgdobogyMo dgbmn~@3Zs — wo DgAMAQZ0d@g9m0 Lobgmdabagab yqQ(39M0 Es b8g(30ga3~Mo 
BsMdoG d0b dbod3g6jemdnm dge@gan ImgGobo’. 

8amojom, dogmds Moads 33939600 bamobms wood 8 30(39b 300@g6bMo0dab 
IQmBoMyaombsemyGo Amegmo (1946; also Wolpoff, 2000): s@Moz0@06 Csdmb-y~mo 
JMgdHybob 80M3g9em0 DogMs3o0b dgdega, agmamogRaymn wes aoM9dM BoMMdgdob aodm, 


Mobdadog3gMyen FgMeEmN(30NMa (33~M20M]dg9d0 AsbbMM30g~MedSd Wd 439M aZ00bN 89MoaMeONb 
8mdab0@0 dgnd~mgd0 aymb sbo smoba beab dobdamdy) boMdsGgd0m dgaRZ9MQd4E~0, 


09539 aghgGog34yyMo0 = ggGods0b — Lobgmdn@ob?. 9mbs(399960 = agohggbgdb = aaghgGogym 
YAMGMMAdS33E@Mob Mosg~@od0MZqm0 DobmdMagn aowss@anmydn~@sb 1,7 do~ombo beoab 
606 (Templeton, 2002) ws AmMamH3 Z00e@gbMondds ababsbbsMdg8y3 geo (Bednarik, 2011: 38) 
asMes 2 L630 wow@o ,doameo3anbo": 840-420 ws 150-80 damomb begdb dmmab. 

Aggomgzab (36mdamo d3gmgbo Jgab 8qMomeab asMemgdn 3,3 dam~mamb Bgmb am3enob 
(Harmandetal., 2015) wo JAmse@gjMo0 8mdabobo (?) od eMMabLaAZOaL sMab oMbSMo~mmdomg gba 
(ustralopithecus). megob gomob ggmdob LeMydI®yMo, Mmdgmoa3 dsobybobdagdgemno 


"Gog seman, Bednarik (2011). 33093960 dodMab JHmdmbedgdab agbgGogob dJodoMaymgdom agoh3g96g0b, 
Md gb Lbobgmds @obodsdb amgdb godgmybdo 340 do~omba bemob bob (Mendez et al., 2013). od dgdmb3930- 
dag. B0yg6gdmM GB yMIobL ,o~sdosba, BoMam _38mMeEmN(30qjMa |BdAa9d0M Ws 30080390M Dob ,3mdmb” dbod- 
369e~mdsbamob (2 dog~mombo 6). 


2.9 dE aL qyZobobZbgemo sbhoMmsm(396GMymo 3gg9Mboo sddmdb, Mmd dgbodemgdgemoas, A396 39MM gMmos@gM- 
Ma (36mMdngMgda0b JJmbg sMbgdg9d60 3mbdmbdo. 


Aba ogbo 0689M38M9GH0(309 GoMIsG dom aodmonyg6gdo IbLMRmom 3mmagmbayMo Aybogob HMose@a300b dob- 
sLoomgdmydab wos omoMyayemoMaymo ao3gM3gmgdab sbobL6gmoe@ (Jordania, 2002) 
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dobjomyMm boMyadbs Ed 3Mbi39dHyoemyM bob&gd0b9, 3363e9d0 4339 2 Jo~mombo Beoab 
Bob6*. A396 392m39dm 99 BgMoMe Ob b53ymBr Ed AdIMygbgd0mM boabygdL” 1,5 da~ombo Bemob 
bob bo8m360 Chesowanja and Koobi Fora-b &4Ma®mMagd0@0b wo 30aMM396M agmdg&Moanen 
Ime jm ab (Joordens, 2014), 58% 9039 500 domambo Eemob Bob oMbydqjem bgemob osGomadb. 
ad3gmagbo sMs Jga0b sGGywoJG0 780 Jo~mombo BeErobss 3oemsddme@s6 (Coward, 2014) ws, 
96939, qd3gemgbo 396g9Me d9Mg696 Modo~osb (3M 0LAmMoyemo dsobsmBob gRoayMyd0 — 
doomad6.) (Marshack, 1981) @s G6 560 (Morris, 1994; Bednarik, 2003) Lo8ag6bodegs. 9b 
boabgd0 dgbGoemyMa dmbs39dg9d0b Mogabgd0yMH JeoydoMy Imbdggdb boMIme~@agby6 A3gqbo 
nd3gm gba ab&mMoangob. 430, Mmdgma3 ydommgboa 8MadoGob Mmogb Baogb bo3m36o obo 
1,6 domombo Beob bommdgdo (Leakey, 1971). 8mdm bse@mae@ob (Berger et al., 2015) smdmhgbs 
aZz0R04Mgd0bgob, aoMes33mamgdob gHme@ MogdmyMs 2 do~omb bamb amge@ob. od 
Logombd9 dbygemdobsb ymMeobos (2015) oddmdb, Gmd BmangmMan Agg60 bobsdoMo 
8Mdabn@abL bLobgmds domo3ze@o da33z0mgoyeb, 4yRM|MM dgAGH0(3, JEgZ0gdMed, sbybzd~@o Wo 
Bs~@aMmde@s 40390997 adob bohggbgdmoe@, Mmd s~@sdosba sMob agdMogemo, dJoamed 
d9G0e@ dgoMo bo33g9d0. gb domemanymo bodigogema dgndemgds dohbgy@ odogb sc@odosboab 
Moj3Mdsem3Zob MoS jomob wobosdodo. 

yoMesbos (2015) @3Mmboms@ asdmamdgsdb Bmanghn B3MoGo3ye AmbsdG dob 
93mem300b 0d) bogambgd%9, Mmdemydbe3 bogmgda yMomg|ds 94(39M@0. bIFem|Qmd 
(Qnb5b9) LodegMs o% sMab aseEsMAgboabsmgob bondgem sHAg3060: BgdobdagMo dyd-ydIBmM30Mo 
(36M39em0 06 ImIM|Moemo AoGo sb9 o4(3932 (OmangMaD asdmbs3m@mobob asMe@s, ob Sanz, 
2016). ,aoghydegm my sMs: Logambesgo, o0, gb sMab”. oJ sMob mmo Agbsdemgdemeds: A396d 
SEM] MIs Bobss5HIs Cwonbym bLodeEgMs bIgm md, (36mMgMQd0b JqdEQa (8MoJBo3yeroe 
Iqxydemgdcmn59), o6 abobo osdob doebsdmg(3 oggmgdmbg6. ymMeobneb dobje@30m, oabobo 
JegMme@by6 699009 (36m3gMgQd0b CEMMbs(3 15 Jo~ombo Beob bob, o6% dobsde@9, bobod 
Mxob7d0@ AsdM|QYMaMe@bIb: shMMMdmne@ gen, 06939, (36M3Mmde@bjg6 dobsby doaMsd 
dahoms@se@, bohydgb 07393696. andmbg9dn asdmgy36g6 Smdobmag~@gdb 30 do~mombo Beroab 
bob, doamed ababo g6ems(3 699609 (363MMd96 Cs QbomMmbme IM|Masb: 330960 8mdobo~@o 
8MHoq4GHog3yemo~@ aym ab, Zobasbo3 boMdmadgze @o 306(3 dadan dobi30 s@odosbob dbas3bo 
dondybgd0b bomdmdmdob. ob9, Gmd bogham BobsdsoMoa, godmbydm0b gMmoe@, Jgad~mygdme@o 
rIMdENMsma s~@odosbob dbasgbo dondyba(3” yroRnmaym. 

MHmd aowmobygaGJb fAggbdo bobosMgdd0, gdEgmMem Jobsbg? wbomamMmbmygds Moab 
BgdabdagM0 oMbygdob dohinms@a abb&ob480; dob 3qaRmm d_8 yymMowmmgdsh <yndmdgb, 
300M] bog3gdeab dgdbob. od somMoem|bob sbbbob ymMeosbos dgq(30@0 JDgd~@gJaAbsoMoe@: 
bLobgmdgdo, Mmdemgddo(3 dadgao Dob3gb Aggbb asbgameMgdeb dggemgb wemMmdo — [b6m3gqgmmes 
ydmMo3zemgbodob bLodomabsaMmme — 093696 ,o8Mbgdo8o 34960": abobo of (3@a~mmde@bq6 
CModdommymny3696, sModg{eE I{IMbLSMo30ymMs@o(3 yo 9h3969de696 Mognsban sMbydmdn~@osb 
aobqymagm LogMobgb. ad s~@odosbydb 30, MMAM|dbL9(3 9H BJrmbEOom NSMsEN Od (34093 
CoMdMEObH76, WOM Yayaqdo@ dqgMQd0EmM Nooo aogGoMg{d0bom  ,,3MbQAMMbGHo(30jyemo 
bdgbeab" L&Mo8 309 Eo IGs3gdmmob ynMowm|ds dom dagM Imdmggdyema bo~s3;cmo@sb 
AsMsgGobsm y3:oMamams wo J3gdab Lam@moam. bbzymab dmbsH30, Ma®do wo ob 8 gbboymo 
wabmbaMmydymo bdoxnMmo, 06939, woes ymeRamaym wWosdomMmbmdgema bLodyomgds, Lym 


LEG Gnmo oM ofob 4(3g30b dobg%bo. s@odoobab Abasgbh boaMbobgmdsdo domomoa gobgameMygdob 90M339%)- 
mo boM9d0 a363@ 969 15 Ja~moambo Beal bab wo aoMyggyJCmo EMrbam bobgbg9, 06939, EgemyBnbgQddo0, BEgab 
mmdgdbo ws RBMnb3gq~mgddo (Reznikova, 2007). 

> s9ab danbg~@o30@, d39m Smdnba~@gdbs3 dgqde~mmMa Joma gsdmy9769d0; obgma boS&ymMomayMoa bambobymgdo 
Bodmgzboo dojodobbasGdo wo sbm30Me@ Joo 3 da~ambo Beal bob sMbygdqem oghSMommdonggaqboob. 


AybLage @d glo s~@sdnsbms bsMImds3e~mmdsdo 113 


(3H, dmMeE~mm 2 Jo~omba BErob dobdomdy (Auditory Visual Intimidating Display: Jordania, 
2015). 

dqmM9 doMng, bogamba fAggbo AynbogomyAMo 96 moabagabGyMa sbomoab dobobgd mm 
Lomombdy~m d3@o0M 363993096 = go3daMe@ 00: s) (md gb qboma omab gMmoe@gma0 
Mjommds wo d) gb sboM|d0 oMdm3g6~@o 9M dd39609M CEL", AMMse@ 96 (390M-(39039: 
MaMmMg|ym domasbb aoohbos g3memy300b bogymoma ab®MMons, Mmdgma(3 qyGo3daM@ Ido 
Lo3g0@obb30 dydqdbm3oMb, se@odosbob BobsdmMmdageb, Gmdgmd9(3, Mogab JbMo03, ao3e~mgbo 
Imabenbs dom asbgomeG969b9 (Theofanopoulou & Boecx, 2015): A396 39 3b6sbqm 
Logs@obb630 bobgmdscda odbmmySyHo ob aMs300b o6 asymaab doasm@omydo (Sanz, 
2016). semdom, 436m LEmmMo ofb9d0, Ioge43amm yyMse~m|ds bLobyob 98080939 MoG&db, 
Lodsmmgb, gmbbmbsbbb, boabomym jmegdb wo d939d30m 0d @gbmdgbb, Mmdgemn3 
393M9O 9EMgdo8 do bLogymoM mo3b (Joascmamoe, 960). A396 gMmoe@gman sMbyd9d0 30M, 
MMIM|d0(3. 3QRE~mmMdn ygbob" ws ,dqboagob" (mam 3 IQMBoIMEoEsmyM 764(309b), 
doaMsd 30(30M, Md sdob, 9aM\{m39, Bmmdeobyb basbwegMBobgmo wo Bon~egmdgmagmo 
9codnsbg7d0(3. d4g~@o6 aodmdagnbsMHy, s~@odnsbmsb 439mg sbhermb dJeasm, bobgmdgdbo:3 
MZabyQmoseo daQdmgdmMOM odo3g9b a03g9Mgd0. 


CS 8NMZ97EmSE AYM Mado 

A396 30M bozomyMoa oMbydgd0, MmI~m|dbo3 dagydmMnsM ymmg|SoyqmMo bdoabs @o 
ImdGomdab bobJsGmbob do. dn8gGe@smobBdo® dgdrmmog0bGgdym obs, MmMamGHy3 GoGHdqemo 
(os dbmeame d99@98 — A-nbo goemGHo) J(3ggob Babsdmmdge@o, adaw@sb asdmdg@nbsmy Mmd 
Loomy~a omab MaSdob aMdomdnb asbgamemMgdab boyyd3qma — dowybg~@ogoe@ odobo, 
bdob asdmggdab bomoa (gmygomobs30s) bosMymdy dggqmoo, LogoGoy~@me@, BbobsdM900, 
998939079d99E] 393MSEO seEMH), LobfMmbym Jdg~@gd5d0 59%Mmn9b9dE696 dom (Jsgas~mamog, 
aMB30mMHO yAbGJd0, 8-@agymbos) (Jordania, 2006). B90G@meEmagddo oh3g96gb, md Modo 
Ha 7moMeoges dsM36965 bsbg396LQ9MmMO0 (Robinson & Solomon, 1974), ob939, 6mamm%3 
A3ggbo dobyommyMm/oMBogymoGmMmymo yoomyd0. 

mogab &30bob LAMA _yMo aobbobe3gMo3gbh bgoMmdybyqmoMy~m MogabgdyMqdg9db 
(ms85M530, Lodm|Me, (39339, 06b8M 799689009 533M, 9M); 3rmaboGyGo o4Bogmdge0, 
Mdjo3daM{dyemn AHH AMM {d9O@ = ES_ —_ OAGMENGWA;3OMAZd4yE™ = LabLMMAdm0b, Lobby go 
wossbemgdo0m 2 do~omb a Beob 606, dbme~mme B8mdm bodsagbbdo’. aossbMgdqmoce 
NAONIMMdjZ03daMIJd4yem0 (Kelly et al., 2010) ,cmabazgabGyMH- 3mb3q8GyomyMoa odomosGob" 
Rodmyomndgds = ym3gmmsgob wogzo3gdamgdyemns = doM36969 Sgdabgygmmboob, Mmdgemn(3 
sgmbGMAmangob bamob bodmagmgb. Im®mMymo ob3g4Ggdob dobge@30m, bgemoab 
QaMIGHJLMdab godmdyrozbgd0 Od 3MZoeMyAM/oMBogyomoMymo 3Mb6HMmE@mo do~oasb oMHoab 
Md j3O3dAM{dyEMn ArmdMomdosbosb XVM 3093 sgh HMommdangygyqbob EMmn~@sb Imymemydyemo 
— aboba 9aMmg3qd@b96 J4agdb, Mobs3 oygbgd~@bg6 ob Lmmmoabagab (Calvin, 1982) »6 
M5308(330L5 5 ,,3MERBMHMbGBo304jem0 FAG6@obsmaB0b“ (Jordania, 2015). Lames ws wom Syd 
bmM30g~MmeaJdmM@s Jgob bambsebymagdamse wo AgoMa sMBo3Zymo30qyMo AmdMsmdgdom, 
MMdm 9d0(3, Mogab dbMng, sdobobyj{d~ebgb6 3mygocm~yMH Loabsemg|db dg 8y3g9emgd0b EMMLb, Mo3 


Osh Bmoeam3a0rg 3ybqd0 SMOSH 380M3gCMO 3o6C~0~@s8)9d0 s@odosbab BabssMabos, Mo~@aob ababa MM B96%g ~wo- 
CoMEbIb; o@Mogoda dmn8mg39d0 Lb3go bsaMbobgmdg9d0(3, MMIE|dba(3_ LnoMyjye~mn dggd~ma 6 Ja~mambo Bmob 
606 — Sahelanthropus tchadensis (7-6 domombo Boob 66) wo Ardipithecus kadabba (6-5 do~mombo Eemob 6o6). 
\3ag6bo, Bj0bwmg{MBobgema, Boow@gmdgMagmo s~@odosbo, babsdmMdge@o, gAZI@qbo, agmMaogybo, ddmmd9- 
mo s@sdosbo (Wilkins & Wakefield, 1995; Falk et al., 2002; MacLeod, C. et al., 2002; Grimaud-Herve & Lord- 
kipanidze, 2010). s@sdosbob bnbdIMMdgen wgbabmgeb FsaMbsbgmdab IJgbs6gd Imbs(399g9d0 9G Imndm39d0. 
ImdmgMomna fia&gd0 sdab bsmgmo doasmomons (Sanz, 2016). 
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WOES YMRamaymM Cosgo3gdaMgdymo adobmob, Mobo(3 f3g960 babsdsMgd0b ®gabo oygbgd@o 
BABE LMA IAMBMMyma DoMogobomBgab. Agob boabgdob sqdmMogmabmds agoh3gbgdb 
J5MRXZ965 bgmom OsMHHyIQab®, LogoMoyome@, bgbe{MGBobgemn, Boow@gemagmMagemoa se@osdosbo 
89Jaba{MmmMb MoS yMomobds300b syoomMoam Aggbmob ofigbb dbaogbadob. 

Mo3 dgg6gd0 89M(39388yoemM Wo BmMaboGH™M ob3g4H gdb, ggMbaggh bmbs oMob 
36mM3gmms 93mMEy300bs Go aMdbmdnmo-gndyoe~myAMo-bdgboma wboMadab Moe3gdmyMab 
seaamn 8M0ds89 bdo: (POT) B8mdnbow@do gb g3enbegds L3q30Q034%0 LabL Mm y~@o 
98M0d98 dob LodqmoMydodGo (Wilkins & Wakefield, 1995), dsm SALAMI AYE 0b 96965 
asMesfdbsdo. gh omMob boddmmyma gybdi300b 80M39m0 = s(30~™QdgE~m0_ ~—-gemQdg6Go 
(Geschwind, 1964), MmdAgmbs3 Remmab b9d0bdogGo0 Logo LybLMM yn sMba: sdbGMHo4~emo 
IqemBodmesmyMmo baddmemydob sHmamsdoMgdyema bamagdob xodgo (Jsgamamoe, 
HmbsemyMHo, oMBogyemomMymn 6 yghSyHo o~amdgdo, gms, dsMoa~mob dmMog so, 
AQbo3Zd, (39332, 96 Mman3yH-domgdoGo34yM0). Ag96b Agbozgsmmdsbosb M7~mg3068yM0 
BjMMABZMEMy(30*MO RoJBmMJd0 oMob ImdbaggQd0b BEz3oMo0, Mmdgma(3 0d MaQaMbabms3ab 
mosbemydam 12-13 Bgemb amgmoab es Gmdgma3 bgemb ydemoab gboab gemmdob, my A396 
5H AMAIQ@ aL Gondg Logs sdbmm7GyGH bLodsm~mybmob (AP) (Lafarga, 2008) dogz2069d9; 9d 
CAML LodsEm|?3 Cs 06Gmbs3093, HMAMM(3 LydsbHa34HO 3MEDM|dObL 8Gm(3gbo (3m30E~0 
@s/s6 sMBogymomymo, gMmoe@ ob 30M 20M Jd~jEr0) dgbodmmes oymb dbad3gbgemmg3obo 
aZoooMhyboboms3ob?; BM BZoEMNMa ~—-M8MbA7HGHa —-BemQgoyemmdb = oMBagvyemog3oyyMo — ghob 
ashgbobms6 gMmoee@. MMa (3M (3bo~mo IH30(39d49E~mg7d0 Mab dodmMhgba~mo GHmboemyMo 
j69d0b (Jordania, 2006) do5b5b96 — eEmgb g69d0b 70% dbodZbgeEmedob wsbsdogQMse@ oyj6gdb 
m69db (Burnham et al., 2014), sdob ws3ydoGrm sdbmmysyGo LdAgbob Anbo3gmbydob 
39Mb039b Dmbab MMISEa0 LagsHamsg sMsdqbo3gmbydams6 Jg~@oMQd0m (Schlaugh et al., 1995) 
Md dZ5dMbZg9MM ~os/sh _asOs3ZRoMma ab beygqMmgd0(3, Mmdm|d0(3 gd~MgZbgd0 Lodsmmoab 
©od DAGy3g9emgoab 3meoMydob. 

IIGHy3g9~mgd0, Mmdmab LadshHagyqMmds geRydbgdo0 gmbbmbsbSjd0b 3mbSHMobSb, 
sMab (3g9MQdMomyAMa QNbd300b ydo~emgba godmboGymgdo, Moboi3 ,gbob" 3q6mej9dm 
(Luria, 1980). 39m j3mbboM3goGoymo Iow~amds dBookbg8b, Gmd 10 do~ombo Eeob 
bob d9Gy3g9emgo0 wonbym domme bodsagbbob bobgmd0d; bb63g9d0 dob qaRmm gofmam 
boMIMIo3~mmoob Imamybo~w aobaboems396, MMIgZM@2(3 CoobeMmM|dnmM 500 da~mombo Bemob 
Bob a363c 969 (8MmMBmg69). LodmgmMs dsm@mosb d3qm@oe (Sanz, 2016) wo ob DgIMM39b9dqEH 
af65, GMamGHy dysdogomo 3mM30~mMHo 3mMeEd YbmM3gmbs ~Es s~@sdosbb Jmmob (Richmann, 
1993). bg, md ,dybo3o* ws 960" 1 Ja~mombo Beoab 606 dgbodemgagmos boqGam 3meob/ 
Joob dsGsMdgem0(3 oym (Levman, 1992; Brown, 2000), 030 80%39@ Mado gdysMQdmeo 
MenZ0E@MyoEMyMH-Cd- 3mm] 4 G0™H G®rbgdbo Es bodmge%gdb (Livingstone, 1973), Dg bodeme 
SOM|AM 98939 BoMdmad3gs Eodobgdob, Mo3g@o(330bs Eo YayeRyMHo dobbgdabmgab eo 
domeme dgde@gja aobgnmsGes, GmamG 3 G®mbsem Ho 969 (Jordania, 2006, 2011). sdob 
MowMob&yMId90 ab dmbo9(39d9d0, HrMd~M]40(3 A3043b 9Mg0bG IM0@s6b (JdGmd geo s@odosbo) 
Imymengoyemo (2 do~amboa Eqeo) Emgde@g7 — 3mMdM gygMMgojz4qb 936M385d0 Cs 3mMd~ 
HyeOMMgR7bLob sQMo39do (IgsGJg0 semgdbyg9399, 1986 6.) mobsdj@Mm39 Lbobgmdsd~@o... 


8 069890035 b9mab wobdbsnbo fodmysende@s 1,8 do~ombo E~mob bob (Dominguez-Rodrigo, 2015) @s dImo- 
83908 KOMEOEMO, MMAQMA’Z aodMaygbgdMeEs BoMsbHMmdybob dagmM; o30 of daggWyM3Z6gd0 s@sdosbob bobs- 
89MM Ma(363b (Susman, 1991). 


7aq8ygqeagdob EMMb, SMoEMdnbsbGaMo 8qdobygMmr (3e@amMmMdb aosogmbHMmemmb sMomoabagoabSyMa yomd- 
39(96(30900 (3HmbmeQ00, amgoma, Lodommg ws 909394G4M0 wo/ob bogmmsdmmabem 393m696,8)90). dd- 
HMIIE™ GHaddo OoesbGyMe@s 3mgomymMo dgbbogmoab yoomo (Falk et al., 2002) 


IybLage @d glo se@sdnsbms boMImds3e~mmdsdo 115 


30b 9% dgvqdemns badmgMs? 3mdm Babssmab Ladmgms 

Dbnd3bgmmg06bo dgbgm@yemgd09 BmMEMgQmboob d3qmgboa bomeogggdab dg bob gd 
IMAENbsSMgMdb AgqeEEMQd0M0/gmomMIAQbLaAZgMEManyHo DJow~amdow~sb (Brown & Jordania, 
2011), Amdgmagy. 8d Ha30(390b Mmd Lbge@obb30 Jgqybob Aybogomym S®Mo@a300do 
AInbozobs wo gbob dmmob ombydyema boghnm mgab9d960 wos dbhasghgdo Bomdmo~wagbb 
yd3gm gb dmagddo womgdam mgabgdob. bobgd99 dmagma s9Moe~mgemnbda sbSogmbyM 
© MALIMbbLMM ym AybozgomyAM QmMAZdbo Eo 8HMbMEAYA™ jo~g6309db dmMoab: bodo34 
LOM AIG®qMo dgndemgdo boMIMI@asMaym d3ggemgbo bobgmdgdab 3memg|d Goma ao~moob 
sboommagdo@osb. s@odosbab dbaogbo dondybo Lbogmmde@s 0d Loddémmym 3me@gdb, doamed 
ababoa 9% ad~@mgme@byb jomb39db, daybg@og30@ adobo, gbdmesm my oMs dbod36g9emmdo; 
yMMeoobood (2006) dbod3bgemedo dosboge 0d 4i3g30b — Mo(3 606 qdegab 349Mdoem™ 4(3g30b 
bo8agbby9ddo0 — Mmamm3 sw@sdosbob sbMmsbygdaob aobgameMgdsdo yIbad3Zbgemm306gb 
J Gob. 

9H oMbgdmdb dobgbo0, Mmdgma(3 BoMdmowagbos aobbb3039dq4m bLdgbom o~mdob 
Bj06b~@gMBobgmdo — bogmam Cobosdomo (9 948qbo) dob 8y93@9 1 da~mombo Bemob bob 
(Grauer, 2006; Jordania, 2006). 33093930" agahigg6gdb, md Lodng6bLb Es Bsn@gmagmMag~ 
s@odosbb bogham bdgbom-bybbo®aymo b3894&Mo (500-3.000 Hz dg0(393b Yy3Zg9emo j60b) 
Ed AAGy3Zgemgd9bH0b wozogdoMyQoyemo 47853090 sbsboomgdb (Krause et al., 2007) — 
Logomomeme@, gh dmbodM do gqddoMn& d99 994 89b9606 JodsMmgdsdo, odob aodm, 
Amd A396 Lbgs@obb30 93memy304y4M bodb 9o393493M36960m''. 3969803009, emobagob8030%9 
MoyMEbmdnm Ws bysbo_gMBomgmgdob boMImMdsgmmedsda CWosgoMayemn 396980 30b 
aomgomoabbobyd0m, bsg9Msy7@g300, MMI dom Jggqd~mmm bLoydsGHo GmbsemyM 960% (Dediu 
& Levinson, 2013). 

HMs@a3oymo  dybgeyemgd9 bobe3ms3b dom = gm goeme fo /oMBo3ymo 30%) 
dDgbodemgdemmdgdb, wogogdaMgdymmb domom bmmbmsb, Mmdgmay3 bgmb wdeob 
aoM33949EMa dagMgdo0b, Bmbgdgd0b5 wo ymbbmbsb& dob bomdmm|dob (Lieberman, 
1976); Lodogbba, LogoGsy7EMe@, Cddo~™ 8MBo gob ny969d@5, MMAQG@AZ Igbodmydemes 
Sd™m|305 MJOMbsbb4y~@ BayoMob, Fomdmgddbs IgGo yEegMown 3:oMo97300, M93 Lowydmob 
BobssoGmds@ doohbogb (Laitman, 1984; Arensburg & Tillier, 1990). m 830, bombo o@ 
BSOSI(39IMES JAZI3Z30@M |MdNM BoGabgzdMmMsd wo aMdabygdMase MYobb (Fitch, 2002) wo 
CPMONL gb oG3 dookO930 IA_7Hy3{gemgd0b Bobs8oMmedse@ (Boé et al., 2009)". gb 39mMoyQe@n 
dme~mm 50 Berab aobdogmmesdo aobobamgds, AmamM3 gHa-gMaa womdnbsb&yMo o~@go 
(Lieberman, 2007a). 


'OMartinez et al. (2004) asdmoyg6s 500 domoambo Bemoab bab, BybSoe@ Soo~wgmdgMagmo abwo3Zg0@nomng0m. 
8MdM bodsagbbdo A396 9M 3axyemobbdmdm od aobbb303949db Mo(3 oMab bodsagbbbs es BoM38gmyMaRamM|gdb dm- 
Mab; 8oMaJom fAg96 gmaboS ym, Ldgbam ws mabagobGyM qyooMb aobgabamogm o~@odoobob dbaogb dondybdo 
Md, 93MjMZ9, EoMByJob, LAyb3g0b ws greg GoyMo 3mzocmobo300b o0330M3g9do0b dod3s6%g9dd0. 

"Ta bengenengo 3 04 G0(309 3969b63039db Moagobs wo s~odoobob FOXP2 agbo, doamed Jomeme 2 Jdomasbo fb- 
~gjd9 mem 1 da~ombo Be~mob bob. ob, 96939, Jgodemgds agbge@gdmegb Logmam bobsdeMda wgbabm3goebmeb 
©d IMJ HybLoob. ob. Diller & Cann (2009). 


Ie dal (ob6939 s~@ddnsbyddo 3-x%gM agbg~@gdo: 2 Boab obogdo, 3mzomyMa aoMesGgbob EMMb, MmdgG@ma(3 
Jdmb63930 sbo~masdMemdob, ydobga~mmdnb 38g9Homeb wo 60 Bemab sbogdo. L630 obo 8mdaynm-gQobammmao- 
Ho 33m930b boddo — bydimomomoabaxomymo LOMA qmMob (33mm gd9d0 (Lieberman, 1984) odamagmgob 
gm6GGmemb, gdoboob bobamdmogmdsb (Morley, 2003), (Laitman, 1984), (Duchin, 1990), (Krantz, 1994). y39eo 
dmb6o(39d0 Jaqaangob gMgAJHyVbbg, 06 Cgr6b~eg{MBobgemb, Lodngbbbo ws _7M7dIHqbb dmmab 1 Jo~mombo Bemob 
bob 3o3doMoab ~wo30Ma30d9. 
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IMBMMAEM BMbHMmemrob L8gq300myGo bg9mMHmbgd0% bs8m3g60 ofbs dDbome~me 
Msde@gjbnd9g = g38meEmy30yM dydydbm3oMdo, MMIM|dbLs3 3mgoCobo(300b gmbGMmremoab 
“boMa aoohbnsn — oe@odosbo, Jsodybob Abaogbo s~@odoosba, CEgImRabn, L3a~mm, ModyMo 
Cd 3905380. HMBZS Mgomb 390Eg36jdM sEMgy@ AnbozZsm AM ~yGo3qMboe~mogdbo (Sanz, 2016) 
©d bdsb asbgameMgdnb dangmo ab®mMaymn 84m3gbob dobdomdy, agodozgns@gdymoe@ oM 
d9A3Z969d9 Bosmmgbs H7sb~O_MBomgm|dbs Co Boow|gmdgmMagmydda doma oMbgdmdob 
dgbsb696 (Barceld-Coblijn, 2011). s@sdosbob L630 Babsdomms dmmab 8mdm aQmmmybogbbobb, 
MMdgema(3_ (36M3MMde@0 12 da~mombo Beob bob asdm{godqjendo, Fo@aMmd~@s wos oygjbgd@o 
Logs s@sdosbgd0b dbas3b ooMemgdb (Brum et al., 2006), sboboomgd@ms 373MM 3mgoem Ho 
3M Jd60 (99 8y439e~900), B00M) MAGIQMa wos IybajZomAMa o4Gagmdo. egbobm3ob 8mdobobo 
((30dd0Mdo, EAbALMBab Bog asdmAgodyemdo smImMAgboEn s@sdosbo — Mg@.), MMdIgC@O(3 
40 damomba berab bob aswodgbes, ad039 Ig8y39mgdobmsb6 Cozo3daMgQdoye0 MMo FOXP2 
MZOL{d0M aosdmaMhAgmes, Ms(3 Homgmb 8qag6b bg06eg{MGBomgmobs wo bodogbbob beymam 
BobsdeGb, GmMAQ@a3 1 do~moambo Eemob 606 [36bm3Gmd@s"™. 

8Mdabnbgd0b = yomb3nmn =o MQbsaMoHmMyA~ma Lob Sydgd0 — obo HrdayMoe 
mob6sd9e@MM39 9Yy~M 1,5 da~mombo beab bob, 06939, Lobgbg0 bdm3b6gd0b bomdmdbob ybomo 
Mobs73 ImBy30 bodmgmob boMa3 (Frayer & Nicolay, 2000; Morley, 2003). byw d(30%9 5 
s@odosbob dbasgbo bobgmds mobo36m3Mmmdb dme~mm 500 damoamba bam — 9M948h4bo, 
oj6abM30, b90be@gM Gogo (cos/s6 350(09M39%3BIC™0), aammabogbbobo ws bodagbbo — 
bMangMan Jomasbo 1 da~amba Bama sgameMgdb bo3xymom Ldgbaom-gmzo0myM yoomadb. 
IAGyggemgosbasb wojzogdoMgdyemo oboGmdoyMHo boMadob (33m@mmgded agodmabgns Jom 
Log4yemdo sMbydqemo (33c@omg|dg00 (Morley, 2003), myd(30 domo sMbygdmdo 3d obAmMoayem 
98039009 0 yYdeng@s bomb bodegmeb, 8omMaJam, dgnd~@mgds, axymobbdImd@s jowq3 dob. 
Lo6Sds (2016) hggbo odaSo(3aabs wo badegmab 33m g30b asb3nmoM dab ab&mMoe, 0b939, 
AmammM begds d9dq(369d0 Co CEabyM|G®yemo yogmoamdnb (86 a0, bsbg30MBmbg60 wo 
L630 06894300900) BoMdm dbs @s MMaMM of beEgds Ss doMmn BmMeONM dS HmbsmynM 
(Cos GmbyG/Hmbsery) Logbom ddan domnsb dmmgym (36m3ggmms 4d90330@MgQMdsdo. 
SdazoMoe@, gh Amsgm|bgd0 se3gamos@ Jgndm|dmM@s YymMRamMaYyM os~@sdosbob bmangha 
Bobssomda. 

dadgGagyqMo bygboMo dgademgd0 Csa3gbdoMmb seE3amoee boMdmgn@agnbmam Bm3zocmMo 
gme@ joo (Hillis, 1988). mobsdg@Mmg9 sbomasdbMes dondybob odoGo(30%yGmdbsd dDgodemgds 
dog gzay306mb Aggbb dondb bobs8Msd@9 wo smImMa3Zohgbobmb gmygomyMHo 3o6mMb%mdngM9d960, 
Ldgbama, FIM EZ0q\QMa, BNbJ(3ombsemMyMa BMG MoydIQd0: M30 Mondg dodbj bab aodm gM~mo 
208030, d9G0 badg3qmMam boboomegds, ab q.amm d98o Lobdamam oMob asdmygbgdjyem0 
L630 ,,badegmgdda". myd30 gh 8Hm&mdgqboagomyAMa 8MHm39b9d0 3yWoRmm bodegmgdab 
130398 96(300b,, 303d0Me@ 909, 30eE%9 Lai3m3bemobybsMasbemdob: 4y39mobg9 ImbobyMmbydgem0 
BMO SH JLGHob Imgbob doma agobdgmMadobsmsab. odagoMoe@, dbme~mme od bodmgmgddo 


3yon Economo neurons asbmo3bgdoyyemoe s@odosboab mMn39 SgdabgyqMmdoa. aodmbgd0 degmasb, doamsed dom 
543M gb Bj0Mmbgd0. 8mdm bod8agbbb, bogoMoy~me@, 043m wo obobo, 99939 EMMb, boMdms@agbg6 3mjgommuym 
Imbbs30mg99db, Jodob, Mm36 s@odoobob Dbasgb doodyob ab oM ofgb. oMBogqmoGnMyma wo Mg(30@o%yemo 
b9MgZa0b Loamdyg, Mmdgmay smobosbgdb se@odoosbab gmzomyMH Jomeb (Lenneberg, 1981), 33053 COS 3aMbZ900 
MAgds. Lod~egme, 9bg939, oboboomgdb ogbMommdamggybb ((Livingstone, 1973). 

4 Meyer et al. (2012). gemMgbagmoa sMImnd30 g9M%qdGybLowsb. dsb 800 Eemob 606 wosGmgo oyMogo (Zaim, 
2005). Ig dGqbgd0 (336—M3HmdeEb6g6 1,8 dag~momba Bemoab bab wo ao~@sdg6~@b696 300-700 da~ombo berolb bob. 
"9 osdoobab 39(393(300 (16-22.000 3930) y3gmo bLobdamg9b smadgedb 10 mA Gog0b gQoMamgyddo, obg md 
omonmgyemo 5, 7, 12 (3939 oMgeye@ jo~mdo yogmb (s6 OFF Mdoemgdo: GHmbgdo0b wo bobgg0MBmbgd0b 
XBIBO) 
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dgoboMhybgb aowomAgbab MoMgdymgds, MMIM|d0(3 JoMas@ gbodgdme@by6 gdm30yM 
dJoamdoMgymodosb, gmbygmg Gym dgdmb3q3q9dbo wo sMoGoagob. A396 oM 30(30mM, aoMB3gqQ~~m0 
Lod@gmgdo MoeGmd dggbododgd006 aM 3394 = gdm309db = wmgd@9, 03039 dgandemgds 
BN30MsNjeMa wWobsbyobobagabs3. bodmegmydb dgodmgds 84mbe@om Mondg jBmb3Mg7Gyemro 
MAM {dyegd0 L8g3ns~modbgdyem dobsoMbsde@g, doamMsd mMHn39 bab&gdob — bodmgmgd0 
(BM A3Mb(Zg58G MoE AM0) Cd Dondybgd0 (domeEmanyMo) — aobgomsMgQd0b Isbda~mdy 
ababa 4QMangMME@s303d0MEb96, assdmagmab mMdbMagZ0 LaddambyMHa yHongmamds wo 
ao@oMhAgbob maMgdyemgds: bLad~egMgd0 9563~@096 dbnd3gbgemm306 nbQmMds3osb dondyb9db 
@s aboba(3 ogameMgdg6 dgbbagmgdob, MasMmMeaN3aMgd0bs wo osbo~mo Mg3g9MS8yoMo, 
d999(36gd0b bomb. CEMmmMs aosbdogemmedosdo, bLodmgM dn sdmob%BMeEgdmes (3mMeEbn@db, 
ImMomnw@sb, gRa4Moab AgJobobBdo~@sb6 ws dondybygda(3 aZgaMsMQdg6 Cowan GHgabob Bedob, 
adabomg0b Mmd wondsbbm3gMmb es dgobbo3emb dgGo wo dap... 

M3aM mMoadgMdsba3 jo sMmasMgdb daoddobbgqddo Lb3ge@obb30 gdoboob bomdmdbob 
bsMmb"®: ab sbmmoebsb 9d 8030(39dc@0 Mmd ds) se@sdosbob dbasgbo dondybgd0b dagm gbob 
RBmmdab y3ggqgmo ob3894Go (eo obobo IMsg~@mdno00d), dgbod~@me, beb9%%9 oym 15 daemombo 
Bemab bob @o, ob939, sboboomgd@o bj0b@gMGBoemgmb; d) Bj0b~oIMBomgmdn bee 
0598 30(39d9E0 BVMBYH Eo YooMH 0!" 9H AjndmgydmM@s 29E9(390moym obo smobo erob 
ds6domb  g60b aoM9d9 (Lieberman, 2015). sdobmob, 3mby8034M0 BG amMoo, Lbgye@mob 
bdoyMo, CEoboMBysdms yogmosemds womgbs3 dJgbodhbg300 s~@odoobob dbao3gb dondybdo, 
Lobomagdmm adbgdme@o aoa3g0bMgd0bs figgbo dagmamdndodgab (m6mdo8msgos) nboMo 
Cd NLAGHY3IM 3M30e~009(309 BoMOS3OMO ,mmobazabLGyMa" gobyyemmdab aoMH9d9, Mmamm3 
asbbymdnb ws gdIm30yMo deoamdoMyamdnb oMoremn aodmboGymgdo, Mo(3 sboboomgdb 
s@sdosb6b dmemm 2 da~ombo beolb aobdogemmedsdo’®; 0d EMMa~Sb, Mr35 SybgdM030 wo 
6m3g9e@mob yogmoe@mdob ada®o3aab syboMa DogbygMgd0 9MgobG Mb. 

A396 of = 30(36mdm = Msbsd9E@MM39 sE@ddosbgdb Aybagob aoMgd9, dgbod~me, gb 
sbobosmgde@s oMJoyen IMByem309bo(3. LogoMoyOomMe, bysbe{IMBomgmo ~ws/ob son~w@gmdgm- 
agea bebgmds aygb9d0@ (393306 wo bLodmegmob, MmamMm3 gbob (99 Gy39eng909/ggbGo o6 
Hmbsemmds); BmangMa0 4339390 998 303906, Gd, bodagbbosb Ige@9MgEd0m, obobo 
ROM AybozomNMygdo 043696. DbLaogbo AmbsbMg9d94d0 dgndemg|ds go3M(39meagb, 93M9M39, 
3mm gbogbbob 9 ,dqbLogomyMo* 96 8BjRo4G ge0b ao%qdq733 — dom B4mbesm bdo“? oy 
Loddmenbdo @o Iybogo~mmds 0M oMab wybogomyMa bodagbbabagob, dsdob Anbo3o 39% 
aJogdo0 bodgGy3g9emm byd38Mmeyd8o; Joamod ab a3zb3g~@gd0 Aggbb bobsdemda adod9 oem, 


10 cagocon/obdejeno, aMdgma/dgby39Go0mo, ygmabdagMo/(3630MabdagMo, dDomocmo/bmMdomyMo/wsdo~mo 
86960, FO dmeyms3agd0 Eo amoabsbemg|dn, sMdsgoemo Cd WCoMdSZE~EM0. Mos ~s WobyMy~~o (Lieberman, 
1976). 

Ve enemen 89MomMe@ab (36mMda~@mo dmMHdgd0(3 30 (Hauser et al., 2014, p. 6) o@ asbabnmMs396 gbob bjsb~mg{MBobgmoe 
EMMbL Cd sMaNIZHGoeE JAMsy93M aMogoagymo wo Anbogo~myMo Laddmemmydab Es bMBoyoymo bobs dob 
oM SMbydmdoe CEs gb dodob, M390 qobergh 8g9Momedo bsdmgbos: XZoMo sdbemmMdo (45 Ky: Garcia-Diez et al., 
2014), 4 89M37bEDZYmoMYAmM BoMoM|™m|d0 andMo™osMo~@seb (25-30 Ky: Rodriguez-Vidal et al., 2014) d0dgb 
gmgoG» (45-60 Ky: Fink, 1985; Turk & Dimkaroski, 2011), 3oyo BG g980b Remgo% (72 Ky: McBurney, 1967; 
Lafarga & Sanz, 2014) mo 89Me~mgmyMHn Es BHa~mn bsbJ7d0 Ed LbZ>@sbb630 @oboobob boabydo0 (+300 Ky: 
Bednarik, 2011). 

197 000 760@06 (L630 7 000 30050960) 1/20 nym 0c9680930(30%934eM0 (Vanechoutte & Skoyles, 1998). o3b- 
AMmoemmdo0nggqb by@o0dob dagdem o6bG0fG7Moe @osd0b6730, bMEMM AMg3069d0mM gb bobgmds 049696@0 
Log 6007938b odobomgab, Hd g850M97b65Go boy3Morg, boM3ajdg9em0 os Bo6bymdo (Hillert, 2014:17-20). 

12 essbeamadan d9-18 bow 36909, 96) ab~wagm|dmsb Cs 98MM8g{mgdMSb ymbSo4Godwg, “‘OmangMon od- 
mmHoagjbo Bmdo oH Rmmdes (3g936emob wWsbHg|dab Jgmmegdb, mxwyd(30, dsm BJrmb~@om ooMemMgdn ~wo J9- 
8Y¥3g9mgow@byb.. qd3gemgbo Jgo0 RemMygbab oomomob dbasgboo (Moore & Brumm, 2007:92). 
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30M] Aggbo Dbasgbo bobgmdgdn Bomdmoddbgdme@byb. Lmymns@s(3 of ofab bo330%39e@m0 
ab g@o48o, Mmd Agg96 394MGysdw~eom odo39 Ago0b ooMomb aosbbbgo39d4ema 39Ma0(300m 2 
dammamba benab aobdogmmdsda — gMamn 30 Mo, smgy~mmdan 8mdm-bobgmds, Mmamm(3 
L639 Baym Gymayemo (Jodsd30m ILEs3em9em0) Mb d960. A396, doMamme 3, dscmosb gom3gdyemo 
390M yogmoseamdnb asdgmMydob, 3mgomobo300b @o/o6 Lod@egmab yoomam, 8oM3gmbobyoabo 
aBMgZoemyMHo Moagab, MMaMMHyZ y»IMAbaHyMo ZoGHocmodo8mMoab™ oe boom, m3 se@odosbab 
DLasgh 80M39m@m dDoody“bb doydemns dgsbhymmb dJobgamamba3Mmyemna ,obo~mo" Jd60~900, 
AmMam*3 JamoayMHoa, gmagoby wodysMgdyemn Agemens. 

A396 gdbexgmmdm omo 0d0b9, 3ny930M My OMe A396 Aybago~myMo ,cmobaZzabSym" 
800989309 9EM] Od 39(30M™M ]dOM A306 ,dmboydMQq9d0"%, oMSdJO aghyMb asdmgng3cmamam 
A3g6o Aybogoemmoa Bombymab bebyobo mobdad@g3gmy~mon aosbgameMgds — obgm dowamdob 
B90GMIq(360gM {d0b AMsg0~M0 QBoJGo ES ImMBgem|bs ytqmb AbsMb”*. Aqmobbdgds sMbgdmab 
Bj0b~@IMBomgmob bodegmob wo (39330b wooMadob dgbobgd. myd(30, bgdabdogmMo 
Lgbbmmyemo, 3mabo& yma oy ImMBmMymo 403939 MmMdgma3 dgagad~@mos dogob9mma 
dom, ob939, dgbodemmes, osboboomgd@s BabsdmMdge@ Bon~@gmdgmay~m bobgmdob: abobo 
Bse@nGmde@by6 wow dejdyd6m3gM%9dbq (dodmb6H 909) 500 do~ombo Berob 606, MHmd~9d0(3, 
sGHodygMgob Jeg30dg900b (9b356900) dmb6s(39d960m, 800 domambo Bemob bob ashbebyb. 
A3960 8memagmbayMmo Bombymoab bobomagdmmea dgGy3g9emgob dgdegan 0Ma79968 40: emgb 
AIgnbogab yggmaobdymeamds (36500 IBMEMA30NMO MaM|dyE~my|dob 30909), sqm GyMob 
N(33CMIEMN_ YMoOM]d5 sEdsdosbobs@do, MH39 wWosMob (Igbogob ws g6ob, ob. Peretz, 2001) 
dngbam dndenbsM) dgMQy{~@O wes La~M|A(304qMa BGAMMEMaANYMa (9HM393960, G®mbsemyMo 
goob dmmodemse3gme dmmob AP-b (sdbmemyByMo Lods@es) BoMOM Bo3MH(39mMgdo 
(Deutsch et al., 2006), gomasdbob bobe@Gmdob d4mb9g s~@odosby9d0 (Lenhoff et al., 2001) @s 
JsMo 438M gImO Meme Jbmds Aybogob L8g30.cmobGdb dmmob (Lafarga & Sanz, 2016). 
LomgoMos, md A396 g39EMnsM9dM 9dm309db, CWsdmygnw@goyemgdgdb, ob~en3gn~@joommedoh, 
m300d90q(369d0b, ambgd0b MamMMoob Eos Laddmemmh gyb4(309db Agg6b dmMaye~m BobsdsoMdo 
— 15 domombo Eemob Bob (mGoba7Go6a0), 8 da~mombo Bemob 606 (ammome), 7 do~mombo 
Beob bob (dod306%9) — C5 AMAMM 3ZxXq8HMdm Aggbo qdjo~m bobodsmob A7ZbGoeyMo, 
Loddmem yma wo dgbazomyMa syboMygdob smnsMydab 3xymbom. 


nsMmadbs 656s dsMadsdgd 


Ob s8c0gam9d0 Aygbogo oMab y3gqmod9 go3gM3g9mgdyemo YloMa sMBobS ym o~@odosbyddo, 306(3 obGyer9- 
JGyQomyM 8GoJGogob 96930 wo 30673 Ibmecmomb 100 ybn39e~ MH Ag(3609Mb drMobos (Rimland, 1978; Lafarga 


and Sanz, 2016). 
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MUSIC AND LANGUAGE IN HOMO LINEAGE 


The singing ape 

From ancient times, a recurrent topic until very recently is to place a certain human type (e.g., 
sapiens, white, European, ...) at the top of any proposed conceptual system — even one century 
after Darwin. However, we have no track of sapiens beyond 195 Ky (Omo I, Omo IJ) with a gap 
of hundreds of thousands of years that allegedly links us to African erectus — a gap currently not 
troubling but a few researchers'. Current paleoanthropology has retaked Primordial Eve 's argument: 
a human species without known genetic ascendance that left to interbreed with other coevals due 
to non explained causes (not conductually either genetically), who suddenly developed complex 
cognitive functions missing in other coevals due to non identified mutations, and who extended 
over the planet barely in 100 Ky competing, displacing, and perhaps triggering other 's extinction. 
We like this ideas as a mythical ancestral humanity unifying all of us with a mutual baggage. But 
there were other humans until very recent times: it is highly improbable that an specific behavior 
can escape to evolution 's ruthless law — not submitted to mechanicist restrictions — and proceeds 
by means of sudden and specific gains for pre-selected species’. 

Contrarily, studies had progressively reaffirmed multi-regional Weidenreich 's model (1946; 
also Wolpoff, 2000): after first out-of-Africa erectus migration, subsequent evolutionary changes 
happened in a locally and differentiated way according to geographical and environmental 
conditions, and all later hominines could be the same species, being genetically sub-types which 
fruitful interbreeded during hundreds of thousands of years’. Data show genetic interchange 
happening from initial exodus 1.7 My (Templeton, 2002), as Weidenreich predicted (Bednarik, 
2011: 38), besides at least 2 other big "migrations": between 840-420 Ky and between 150-80 Ky. 

The oldest known lithic tools are 3.3 My old (Harmand et al., 2015) and the only known 
hominini (?) at this moment is Australopithecus. Cortical structures that support manual ability and 
conceptual systems are present from more than 2 My’*. We are collecting fossils and iconic objects 
from same time’, using fire from 1.5 My (Chesowanja and Koobi Fora), and we collect geometrical 


For example, Bednarik (2011). Genetic studies of male Y chromosome points to our beginning as species at Camertn, 
340 Ky ago (Mendez et al., 2013). Here we will use the term "human" in a broad evolutive sense, assimiled to meaning 
of word "Homo" (2 My). 


*The last anthopocentrist version of this idea claims, still in our days, that perhaps we are the only consciouss beings 
in Cosmos... 


3A similar interpretation has applied succesfully to explain the characteristic and irregular distribution of world poly- 
phonic musical traditions (Jordania, 2002). 


*Structure is not the reason of behavior, but the consequence of much earlier previous selective pressures. Great Ape 's 
high capacity to process symbols implies that 1t was present in our common ancestor 15 My ago, and it has been showed 
in some degree in dolphins, sea lions, and some psittacidae (Reznikova, 2007). 


> Although it could be carried out there by later hominins, a natural red oval pebble — with three depressions similar to 
the eyes and mouth of an schematic face — was founded at Makapansgat, associated to australopithecines sediments 
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patterns (Joordens, 2014) and use handle tools from 500 Ky. The oldest no-lithic preserved artifacts 
are a 740-Ky-old club from Gesher Benot Ya'Aqov site, and a similar one 400-Ky-old from 
Kalambo Falls (Coward, 2014), and also the most ancient venus are beyond sapiens (+ 300 Ky) — 
Berekhat Ram (Marshack, 1981) and Tan Tan (Morris, 1994; Bednarik, 2003). These objects are 
mute witnesses of mental faculties from our deepest history as lineage: abstraction and symbolism. 
A stone that resembles a simian 's head — showing a percussed crown around and 4 little round 
notches in one face — was founded at layers from 1.6 My (Leakey, 1971), and the discover of H. 
naledi (Berger et al., 2015) suggests we are gathering our deads from more than 2 My. Jordania 
(2015) has proposed that some ancestral hominin species determined to hide their own deceased 
from the scene, additionally to persecute, harass, and hound predators in order to show Homo being 
a delicated but too expensive menu. This biologically plausible behavior could be appropriately 
fitted to origins of human funeral rites. 

Jordania (2015) had accurately pointed some critical evolutionary questions having got little if 
any attention. To sing on the ground is not a valid survival choice: any mammal does, nor songbirds 
when stopped on (with few exceptions during courtship: see Sanz, 2016). "To be or not to be 
silent: that is the question". Then are two possibilities: our earliest ancestors began to sing after 
descending to terrestrial life (highly improbable), or they did previously. According to Jordania they 
were singing on trees before our first family scission 15 My ago: Great Apes also live on the ground 
but remaining mainly silent. Gibbons were previously splitted from Hominoidea branch 30 My ago, 
but they retained arboreal life and still are safetly singing at trees: a later hominid was in fact who 
gave rise to Great Apes. So, common ancestor with gibbons could have been also a "singing ape". 

So, why ancestral humans decided to sing onwards on the ground?. Safety is main instinct of 
any creature, expending much more time to vigilance than food searching. To explain this paradox, 
Jordania has proposed that the specie(s) who gave us rising in a remote times was — contrary to 
the majority of animals — "aposematic": they did not try to hide with environment, but even did 
ostentation of their own intrinsic danger. Humans (without natural weapons and not good runners) 
would had prowl as big gangs playing "confrontative scavenging" strategies to look away predators 
from their semi-devoured preys with persistent shouting, stoning, and harassing. Body painting 
and rhythmic, intense, and dissonant choirs, would be equally available deterrent elements at least 
during last 2 My (Auditory Visual Olfactory Intimidating Display: Jordania, 2015). 

On the other hand, questions as the beginnings of our musical or linguistic ability imply 2 
serious misconceptions: a) that these faculties are unitary entities, and b) that these faculties started 
once, toghether or separated, at "singular" temporal point(s). As routines running on anatomical 
substrates, each one run on its particular evolutionary history, related to different mammal, primate 
or human precursors whom developed them (Theofanopoulou & Boecx, 2015): we don 't find all 
integrated, but isolated in different species (Sanz, 2016). It would be more correct to ask for the 
initial moment to use rhythm, or pitch, or consonant differentiation, as signal encoders, instead 
trying to set a phenomenon that transcends its own scope (e.g., language) in a precise point of 
human evolution. We are, in fact, the only extant creatures possesing "language" and "music" (as 
multimodal functions), but we know that neanderthals and heidelbergenses also did. Then, other 
recently extincts, closed related humans, could equally did. 


from 3 My ago (Bednarik, 2011). 
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In the beginning there was rhythm 

We are too the unique creatures that synchronize movements and voices collectively. And 
bipedalism® has been proposed as rhythmic (and then musical) behaviour's prerequisite due to 
walking is the most basic activity in a rhythmic-evolutionary sense — although vocalizing 1s very 
older than walking, rhythm is undoubtedly primary to encode meanings in an auditory medium, 
and likely ancestors synchronized their actions (e.g. vocal gestures, then polyphony) long before 
to speech (Jordania, 2006). Neurology has shown rhythm is mediated mainly by left hemisphere 
(Robinson & Solomon, 1974), as both our manual/articulatory and complex-code decoding abilities. 

Traces of cortical structures supporting highly complex pre-programmed neuromuscular 
commands (to speak, sing, dance, play instruments, or write) and those "cognitive" activities related 
sensory integration and decodification, can be tracked in cranial endocasts to 2 My ago, ever and 
just in Homo species’. Both richly interconnected (Kelly et al., 2010) and shaping the core of 
"linguistic-conceptual apparatus", are always lateralized to hemisphere (usually left) controlling 
skilful hand. Regarding motor aspects, hand preference and vocal/articulatory control are tightly 
linked from their beginnings with accuracy of balistic movements, already from Australopithecus 
onwards — they gathered stones from surrounding areas probably to throwing as attack and/or 
intimidation (Calvin, 1982), either as defense and/or "confrontative scavenging" (Jordania, 2015). 
Progressive control of throwing and percussion to make stone tools, and very fast articulatory 
movements to deform vocal signal during speech, would be related-aspects that our ancestor 's 
brain took on for a unique "manager" in charge of complex motor control. Most of lithic pieces 
show actually right hand cuttings (knockings)*, and hemispheric lateralization in neanderthals and 
heidelbergensis was probably similar to us. 

Regarding perceptual and cognitive aspects, Wernicke 's area is a confluence region from 
the background of animal evolution — tactile-visual-auditory: POT (parietal-occipital-temporal) in 
primates. In Homo, it despoils stimuli from specific sensory attributes (Wilkins & Wakefield, 1995) 
transforming them in abstract entities — first requisite for symbolic function (Geschwind, 1964) 
— to be processed by any other sensory channel as complex messages: chains and preprogrammed 
series of abstract multimodal symbols (e.g. tonal, articulated, or gestual idioms, writing, Braille, 
music, dance, or logic-mathematics). 

A neuroevolutionary relevant factor to our musicality is a maturation boundary for this area 
around 12-13-years-old, which prevent to acquire language if we are not exposed to, running into 
one other for absolute pitch (AP) (Lafarga, 2008), suggesting a common link when both pitch 
and intonation as semantic encoding processes (vocal and/or articulatory: toghether or interlocked) 
could be relevant to survival’, vocal component decreasing with emergence of articulated tongues. 


© Australopithecines are still the first candidates to Homo lineage predecessor since they walked on two legs, albeit 
very early fossil findings had shown other primates walking on African fells from at least 6 My ago — Sahelanthropus 
tchadensis (7-6 My) and Ardipithecus kadabba (6-5 My). 


MBroca 's and Wernicke 's areas”. Sapiens, neanderthalensis, heidelbergensis, antecessor, floresiensis, erectus, habilis, 
georgicus and ergaster (Wilkins & Wakefield, 1995; Falk et al., 2002; MacLeod, C. et al., 2002; Grimaud-Herve & 
Lordkipanidze, 2010). Data on denisovans are not available. Birdsong shows same left specialization (Sanz, 2016). 


8Broca and Wernicke areas. Modern hand design comes from 1.8 My ago (Dominguez-Rodrigo, 2015), and there is 
evidence of tool use by some non-human primates, as Paranthropus (Susman, 1991). 


*During speech, non-dominant hemisphere (mute/holistic) assumes control on extant paralinguistic competences 
(prosody, vocal pitch, and speaker 's affective and/or intentional components). A prominent structure at right parietal 
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Two living proofs of the process would be extant (plus extinct) tonal languages (Jordania, 2006), yet 
today 70 % of tongues use tones to code meanings (Burnham et al., 2014), added to left Wernicke 
's area has double extension for AP musicians vs. non-musicians (Schlaugh et al., 1995), and to 
coincidence and/or overlapping of these territories, devoted to pitch and speech coding. 

Speech, whose semanticity is based in consonant contrasts, is a single case of a previous higher 
cerebral function, called "language" (Luria, 1980). The most conservative views assert that speech 
begun 100 Ky ago only for the sapiens species; others attribute it a more expanded origins around 
500 Ky ago (naming protolanguage). Conversely, singing is very much older one (Sanz, 2016), and 
it had been proposed as an intermediate stage between animal and human vocal codes (Richmann, 
1993). So, "music" and "language" could conform a common code(s) 1 My ago (Levman, 1992; 
Brown, 2000), first based on individual-and-collective tones and songs (Livingstone, 1973) and 
probably emerged much earlier with intimidation, defense, and group cohesion aims, and much 
later evolved to tonal languages (Jordania, 2006, 2011). We have any data on how many time they 
could be devoted to, nor on the rate of this long repetitive-imitative process, but it seems to be 
possible from ergaster (2 My) onwards — contemporary species H. georgicus in Europe, and H. 
rudolphensis in Africa (named by Alexeev in 1986). 


Who can not sing?: the homo lineage‘s dong 

Important insights to ancestral origins of polyphony come from a novel comparative/ 
ethnomusicologist approach (Brown & Jordania, 2011) asserting that both music and language 
similarities and common patterns to different world 's music traditions, are layed down on the 
most prominent features of ancestral codes, being their essential "remains". There would be strong 
parallelisms between extant antiphonal and responsorial musical forms and prosodic cadence 
of asking questions (the most prominent linguistic universal): both three structures would then 
proceed from analogous collective chants of ancestral species. Observing that Great Apes learn and 
use symbolic codes, but they don ‘t propound questions in spite of they understand their meaning, 
Jordania (2006) has proposed this behavior — even anterior to verbal behavior in sapiens (Sanz, 
2016) — as primordial and crucial in the evolution of human intelligence. 

There is no leading reason to imagine a different auditory perception in a similar species to 
ours (Neanderthal) — common ancestor to both (erectus) going back to approximately 1 My — and 
there is no logic obstacle to their voices and/or movements' synchronization: then, polyphony (in 
any single rhythmic or tonal sense) results an obvious consequence (Grauer, 2006; Jordania, 2006). 
Studies’? have shown identical auditory-sensitivity spectrum to sapiens and heidelbergenses (500- 
3.000 Hz including all extant tongues) and the same related-to-speech specific mutations (Krause et 
al., 2007) — this must be true at least from erectus, due to we are different evolutionary lines’. It 
has been proposed, based on genetic, linguistic, poblational studies, and other missing genes in their 


operculum had been documented in ergaster — the first hominin we attribute vocal learning capacity through infant 's 
care — suggesting it would be related to tonal pitch control (Falk et al., 2002). 


lOMartinez et al. (2004) used a cochlear endocast 500 Ky-old, so a heidelberg individual. In Homo species, we do not 
consider relevants here those perceptual differences between sapiens vs. primates; conversely we do for those cogni- 
tive, auditory and "linguistic" abilities in extant Great Apes, and also percussions, jumpings, and collective vocaliza- 
tions observed in chimpanzees. 


Only 3 mutations differ between mouse and human FOXP2 gene, but 2 of them occurred after Pan's split, during the 
last 1 My. It may be present in common ancestor to denisovans and erectus. See Diller & Cann (2009). 
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lineage, that Neanderthals could speak tonal languages (Dediu & Levinson, 2013). 

Traditional view limited their vocal/articulatory capacity linked to alleged higher larynx, 
preventing certain vocals, phonemes and consonants (Lieberman, 1976); sapiens’ alleged lower 
position look like to let a sufficient ressonant cavity to produce much more sound variation, and it 
was assumed as speech prerrequisite (Laitman, 1984; Arensburg & Tillier, 1990). However, larynx 
descends with no relation to vocal control in felines and deers (Fitch, 2002), and presently this is 
not accepted as speech prerequisite, nor higher position as a restriction (Boé et al., 2009) — indeed 
its tissues (cartilage and muscle) confer it deformability’. It has been assumed even by the author 
of the completely dominant idea on this subject during last 50 years (Lieberman, 2007a). 

Specialized neurons for motor control (large distances)'*had been only founded in a few 
evolutionary distant mammals with voluntary (cortical) control on vocalizations — humans, Great 
Apes, whales, orcas, dolphins, elephants, and bats. Paying attention to early musical universals 
(Sanz, 2016) and voice ubiquity along the history of our lineage, it is not overbold to conjecture 
them among neanderthals and heidelbergenses (Barcel6-Coblijn, 2011). Neither in other ancestral 
humans: H. floresiensis, extinct 12 Ky ago, hunted, lived in clans and caves, and used similar tools 
to other humans (Brum et al., 2006), pointing to vocal codes (speech), then rhythmic and musical 
activity. Denisova 's hominin, extinct 40 Ky ago, had the same 2 related-to-speech mutations of 
FOXP2, revealing a common ancestor with sapiens and Neanderthals from more than 1 My". 

Hominin's nasal and respiratory systems were anatomically modern 1.5 My ago, and capacity 
to produce vowels were probably present besides of to maintain vocal emissions in time, then 
singing ability (Frayer & Nicolay, 2000; Morley, 2003). At least 5 human species coexisted from last 
340 Ky — erectus, denisovans, neanderthals (and/or heidelbergenses), floresienses, and sapiens —, 
some living | My, perhaps improving their auditory-vocal abilities. Lost of air sacs seems to occur 
in erectus due to anatomical changes related speech (Morley, 2003), however its previous presence 
in Homo lineage do not prevent singing (sustained tones) but probably implies it. Sanz (2016) has 
showed how both imitation and vocal learning have an ancestral evolutionary history, and how both 
perception and production of proportionally discrete sounds (tones, semitones, and other intervals) 
as its codification in tonal signals (diatonic/tonal) are not missing in very distant animal lineages, 
even orders. Thus, these events could easily be within reach of some human ancestors”. 


127 arynx descends 3 times in humans: around 2-years-old, vocal breaking in adolescence, and around 60-years-old. 
For other anatomo-physiological research lines — changes in suprlaryngeal structures (Lieberman, 1984), broader 
thoracic vertebral channel, increasings in control, duration of emissions and lost of air sacs related to hyoides (Morley, 
2003), relative measures of basicranium (Laitman, 1984), changes in oral cavity (Duchin, 1990), role of mastoid pro- 
cess (Krantz, 1994) — see quoted reviews. All data point to erectus or to missing link between them and Neanderthal 
and sapiens lineages, around 1 My ago. 


'3Von Economo neurons, located in humans at 24-25 and 9 Brodmann 's areas of both hemispheres. Gibbons sing, 
but they have not these neurons. Presummably Homo species did and were vocal learners, while Great Apes do not. 
Disparity between articulatory rate and length of recurrent nerves, which innervate human vocal chords (Lenneberg, 
1981) is still a basic open question. Singing had been proposed also for Australopithecus (Livingstone, 1973). 


4M feyer et al. (2012). Flores' Man is assumed a descendant from erectus poblations that migrated out of Africa around 
800 Ky ago through Asiatic-Indic coast routes (Zaim, 2005). Erectus, from who denisovans do not proceed, lived 1.8 
My ago and was extinct between 300-70 Ky ago. 


' Human perception (16-22.000 Hz) cluster all frequencies in 10 octaves, so each one in scales of 5, 7, or 12 sounds 
(or intervals: groups of tones and semitones). For colours, humans group all nuances in 7 bands (rainbow). Flavours, 
vocals from all idioms, and perhaps pitch levels in tonal languages (cantonese: 9), are other cases of sensorial chro- 
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An elegant memetic-approachment scenario (Hillis, 1988) may help us to think on former 
vocal codes ... Current young simian 's imitative tendency could lead up to our simian ancestors 
to repeat some vocal sequences more than others, attending to auditory, emotional, or functional 
criteria: if, for any reason, one "motive" was more catchy, it was more frequently inserted in other 
"songs", so only vocalizations that acquired more tendency to be repeated finally survive. However, 
this protomusical processes could be more related to "competence" between songs than to survival: 
to find a specially suitable context to be repeated. So, only songs which fit well with emotional 
states, events, and concrete activities, did get a survival value. We do not know why certain songs 
fit well certain emotions still today, then we can suppose the same at the beginnings. Songs could 
have had any special value previously to "meaningful" specialization, but onwards both systems — 
songs (preconceptual) and simians (biological) — interlocked and increased their respective and 
mutual simbiotic relation and survival value: songs providing useful information to simians, and 
simians improving their capacity to remember, reproduce, and understand new repertories. Over 
time, songs evolved to knowledge, moral, and thinking mechanisms (our current symbolic mind), 
and simians evolved to bigger brain 's size, perhaps for learning and memorizing more and more 
SONgs ... 

Even Lieberman recognized in chimpanzees the ability to produce varied emissions'®: he 
recently asserted (a) that every aspect of language that Griat Apes can master (there are many) were 
probably present in common ancestor with humans, namely +15 My ago, and then present also in 
Neanderthal; (b) that now proven cultural abilities in neanderthals'’ could not be transmitted during 
hundreds of thousands of years in absence of language (Lieberman, 2015). In addition to phonetic 
category, body noise, or percussion sounds nowadays observed in Great Apes, it would be useful to 
consider many of our onomatopeias and non-words vocalizations without direct "linguistic" value, 
as archaic expression of moods or emotional states (or others) related to human abilities from last 2 
My'®, when capacity to imitate natural and animal sounds and their memetic cultural transmission 
is already acknowledged to ergaster. 

We do not know present peoples without music, so this was probably true for archaic 
populations. It is likely that neanderthals and/or heidelbergenses had language (speech, speech/ 
gesture or tonal) as singing and dancing, because it is not possible to infer the independent existence 
of such behaviors — some authors assert they was even more musical than sapiens, at time but 
surprisingly denying that Divje Babe object could be a flute. Similar considerations can be referred 


matism following the famous rule 7 + 2. 


16s ounded/muted, continued/interrupted, orals/nasals, high/normal/low tones, FO modulations and glissandos, high 
energy screams, flare and larynx descent and ascent (descendent and ascendent formant transitions), labial close and 
opening [b]/[p], and dental close and opening [d]/[t] (Lieberman, 1976). 


'TEven recent prestigious works (Hauser et al., 2014, p. 6) still deny language to neanderthals claiming missing 
graphic and musical symbols and notational systems, in contradiction with recent findings: a cross from Axlor (45 Ky: 
Garcia-Diez et al., 2014), 4 perpendicular paralleles from Gibraltar (25-30 Ky: Rodriguez-Vidal et al., 2014), Divje 
Babe flute (45-60 Ky: Fink, 1985; Turk & Dimkaroski, 2011), perhaps Haua Fteah flute (72 Ky: McBurney, 1967; 
Lafarga & Sanz, 2014), and parallel and radial lines and other designs (+300 Ky: Bednarik, 2011), non-alluded in their 
episthemological revision. 


'8ty an account on just 1/20 of 7.000 extant tongues (other 7.000 extinct), around 700 vocal sounds, consonants, and 
diphtongs were identified (Vanechoutte & Skoyles, 1998). Australopithecus sediba could had been able to refer objects 
using instinct calls, and later species might use signals across different sensory-motor modalities to express danger, 
benefits, or moods (Hillert, 2014:17-20). 
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to floresienses even without "musical" artifacts — they had "voice"!’. If symbolism and musicality 
are not unique for sapiens, then music can not be a speech by-product, but it was present in our 
lineage long before we ourselves were a living species. It does not seem astonishing to us the fact 
that we were percussing the same lithic tool types with barely variation during 2 My — not one, 
but a dozen of Homo species —, as many other cultural (learned by imitation) behaviors. But we 
are truly startled with possibility of repeated sounds, vocalizations and/or songs, during the same 
period, in delusion of primordial vocal chains as "cognitive catalyst" able to perform a suddenly 
intelligent "new" creature from first hominine using them, as mythic ethical-based melodies. 

Our problem is not if we were musical before "linguistic" primates — and much later 
"speakers" — but to learn ancestral sequence of our musical past. Many events and facts from 
neurosciences support this view~’. There is consensus about Neanderthal 's ability to sing and dance. 
However, any sensory, motor or cognitive behavior that we can attribute to them was probably 
present in their predecessor heidelbergenses: they hunted the biggest mammals (mammoths) 500 
Ky ago, appearing around 800 Ky ago according to Atapuerca sites. Ubiquity of music even today 
(without an apparent evolutionary value), invariable attraction on humans across cultures (likely 
true at every past moment), developmental early rising, selective and mixed neurological disorders 
in both faculties (music and language: e.g. Peretz, 2001), higher prevalence of AP among tonal 
language speakers (Deutsch et al., 2006) and persons with Williams' Syndrome (Lenhoff et al., 
2001), and its invariable presence among musical savants (Lafarga & Sanz, 2016), are added strong 
arguments to our ancestral polyphonic past. It is so surprising that we recognize emotions, attitudes, 
personality, self-conscious, theory of mind, and symbolic function, in our far extant relatives — 
diverged 15 My ago (orang'utans), 8 My (gorillas), 7 My (chimpanzees, bonobos) — and how we 
persist to disregard on mental, symbolic, and musical faculties of our immediate ancestors. 
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JIEIGTI39 LO6b Bf16LOVIL0 
(IL3S6I90I?) 


SM6oC IM sQdINb BIAM3IEISGN, BMIV IAN JIGIBS Vd oQodN6Nb BMAIGN 


daMEMaayMa yyMon 

y3gmse b9Mmbgdemnsb sMbgdob ofgbh bom, samgabmb wo @ondobbm3hmb sboemo 
Ldg60m0 Loabsemgdo, 96%) 043696 ,,Ldg60m dgdLBs3emgemb0o* (ALs), ao2Me@o sdobs, obobo sMosb 
wZ™Mgomaa dgdLbo3~mgmbo" (WLs), Go~@asb dom dgaqdemnsm Dodsdgam Agabbo3emb sbsoe@mo 
bd9d0. s@odoosbab gbs gMm-gMan Jsasmamns LOs3mese@0 bdogMa 3mdybogo(3oobs, Mmdge@mda(3 
LOMA AMS CEs EMA bagMbo samgabgde CEs MmIg{emdA(3 9d smgabgdob bab ydegab Lbo3gemob 
(06b,874.80%9d0b) 89M OMEN. AIHyZgemgdobo wo Lad~rgMab 493M0 (36mdn~@M0 BoMoe~M|emo o43b 
ha®gdob Lodmgmobmsb ws mMn39 domasbo dgbmYM~@ NEMS Jgbbo3emab ,,3MnaBag~yeon sbo30n" 
(sd sbogab aodmGBmgqd0b dgdmb3q30do omgabgdo agqmMbegds o6 o~mom bo9d0.) Ldgbam0 
(3mbemgomMyjenn) SboGmdanmo LOMyIGqMyd0 boghame, Bo4fG®mdMog0@, y3q9mo baMbgdemosb 
bobgmdsdo wo gh ghammds do~moambmdam Bemoab aobdogemmedsda dagmab somdab bogmam 
Lobbom amo g3memy300b 8Gm3gbob dge@ga9@ oMob Rodmysmodgeyemo (Lafarga & Sanz, 2002; 
Blinowska et al., 2012). Ldg6am0 6QmMHdo300b se dobs Es [oH aMMobs300b 86m(3g9bo (ACP) 
JM5390MQ9MM3Z06  Lobgmdgddns boMdmeEagbomn; Doagsmamse@ sbamos gMagobsb bdsymo, 
dsyoyob yoyobo, dobda~msbs wos dogzo3ob asd-(39dje0 bI9d0 (Kéver et al., 2013), bmangmin 
bobgmdeb ofgh bomo, bogyymomo goadob bdgdob aome@s, aonamb bbge godgd0b bdgd0, dom 
ImmMoab, se@osdosbos dgHy39mgd0(3. “KBmaaghMa bLobgmdsb ofgbh qboMa 3:myoemndo(309d0m 
IgZ0Hymdobmb Lb63g9db IG®oa3gecmob gnbsmdo ws LododMmgdob boddsy3%q3_ 3o!. 

asbzameMgdab dobdamdy gMmdobymmsb docmnsb wosdmMygdyemo boaMbsebymdgd60(3_ 30 
A3Z969d96 30093 3RMM LonbByMg{bM MogabgdyMgdgdb: gtomdob dsgmyMgdo0, dJoasmanoe, 
s6e@9696 = FHmbgd0b  BoGamModogdob_ om ggeyyema Hrbob o~anmd~gdoMgmdnbs wo 
(3OEMBgVJEmo DoM33e~mgd0b dabg~@30m, oby Med dabo ACP (3mdj6039(30%90 Loa bse) ob939 
rb AMaMAdYQEMS, MMAMM(3 Seodosbob d_8y3gqemgd0 (Lachlan & Nowicki, 2015). s@sdosbos 
dagh ®mbgdab, bsbg30MGmbgdob eo sdb &yMo badsmemoal (AP) sM do domab ao3b hag dob 
MRobdo (oJ Jg~056 sMSIMIE | Moen Rog d0(3: Weary & Weisman, 1991; Cynx, 1995) dodenbsM4 
8M(39Lb, Moda(3 Romans od bsaMbobgmdabagab b38g30g034M0 Lodegmydo, Mmdemg|dn(3 
Logs godgdobsas6 asbbbge39dqemns. dm&mbod (Bottoni et al., 2003) Imag30 .mdGoga0b 
woboboomgdo" HO Qmoyydob (ge) dogomnmdg9, Mmdgma(3 dodoZe@o HII8QMOM|d4yEMO Bo~mmb 
dagmgob Logoe@obb30 bodemmyby — 99-4-5-@ob 49-6 mA Go30b MagagnbSMod@9. Jowybgj~@s30e 
adabs, md fagJd0 39M (36396 09939 Jg~@menob Lbgs@obb30 mGogedo, dod39d0 soby6mdg6 
Db GsO QodImMGBmgqoyeEr Qybosdj78 7H dagMob wes sf4aga dybgdMng0 (BomsamMyemo) go~mmb 
8AM3MM309d0b LEmMmMos@ sm dob yYooMa. Mxyd(35, Y38qmoagMo symgMgdyemn dobommnag@sb om 
gboe@oajdo dso dobsdemgdemmd ab (Joaomomse, Yy3gems abengZgn@EyjoEmyn\H d5d3d0). gb “ybomo 
3A (390MOJdS Maggab, mxobb, agoMgdbo wo bobgmdgdb dmmab. 


Yaa bso ofgb Jomodb, LyMogzoGob, xygvo dobaybSHb, dobodg wo bgdbg d3bm3gMmgd dqMybeoy39db. 
MHohoMebmbab Lobgmdab dobob dsqmybeongh dgqdemos 3mdybogo(30dm aow@sb3gb IS%o3gomob sw@aomdws- 
doMQMds. CEasbsbs wos y3gdddgemob dJondybgd0 go~@ob(39d96 obaAMMId(3:09b EMAMBoMe@ dobs ws oMbaggd0b 
dgb69d @o o.d. 


*ag09qd0, 3°8)gJo0 (Hoeschele, 2015) do34zQ@osbo 2603973 ES MIMMY Imo JHMJe0(3 (Hurly et al., 1992). 
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MobsdjmMM39 s@sdosbygdabs ws EmMg|abomgob (3m(36oeM BMadsGHMs oMbydey~m 
BsaMbsbgmdgddo Ldgbomo bob&gdob LAM ya _yMs Cd BybJy30o YoeMgbse dJAbaogboo’. 
s@odosbob &3go0bob Jams aoshbns L630 dydydimagmgdob dbaosgba «.RXMQqe@m3060 odo, 
SagdqM Id C5 agbgGogyMo aodmbsSymgds (Calabrese & Wolley, 2015; Harris, 2015); 
3060Ld09M0 bLob&®gdob ews b4gdgd0b aodmmgms dodenbsmgmdb, 9b939, hag gd0b 
3060b bsboedo, MGmdgemay (36mdo~@os, Gmamm3 arcopallium*: bdgboma, 30dyocmyHo 
© bLodoSmbybbymMymo MogabgdyMJd9d0, dggbododgd006 = yaRxMgQ~mMg06, LdgdoGym 
Md agbgGa34y4M combygdb Co abobo JHmbrmeErmanyMo@ Ao~asbh boMdsbsM bLowMdgdo. 
dsasmomse@, FoxP2 a960 ((36mdom@oes 49(3609% 9dd0, MmammM3 ,g960b ag60%), goMase@ oMob 
AgImMbsbyemn Iagemb bgMbgdemns69ddn; gb agbo se@sdosbgddo 8obybb sagdb badegMobs ws 
d9Gy390mg09%9 Co a30h396g9db od qooMydab Losbemggb bgMbgdIemoobgdb dmmab sMbydyem 
d39~@ 3 64(309dc06°. L630 (36mdamo agbgd0, MmMdI~m|dbo(3 dg0(39396 ImMI~M|Moe~mn fa&gJdo0 
Gs s~@sdosbgd0, oMob VLDLR (969m gb03909 FoxP2) @s RGS2 (md gem0(3 oJ GoyMeogeo 
sesdosbob dog Aygbogob ImbIg7bobsb)’. 


3m 39cm dgdLE53egembn 

MoM3Z0bn 380M3Zgqm~M0 AYM, 30673 Jgs@oMe Aa& dab Lod~mgMs s~@odosbos gbosb. y38qmob9 
JoMGBgZ0, ogbhHMomayMa BgdmMobgdyMHo Ageobob (dG ge0 Boob Lobgmdss) Lodegme 
dq~majoo  «dgbeyje@ymn = Momegbmdob bm&\ d0ba96, Mmdemgda3 md dnbaMyd4yemn0 
d0M(330~9ddo, dgM] MgdgQddo wo, 93M9M3Z9, Igemb Lad~rgModo. 3m3zoem~Mo dabbs3emoab L630 
nboMgdne Loboabsemm gemadgbGydab asymao, domn aomMdoagdo Wo aodgmMygdo (e.g. Marler, 
2000). sgbhGMsmonGo dgmyMs oygbgdb doMG03 Q|mbgG034H LOM AIGyMob: 6393003440 
dobomab 3mbGg4b8ob dfmbg Lym 930M] 15 (39E~mBgyEmO Bygamoa@esb. j9%dme, oa0 A 
© B gm dg GB db oy~raMy|db Lbgo~@obb3o0 30MnsbGdo — gMgbab doboemdo (s4 dge@o0b AB 
9099968900) ds ,dgbLzbgd0b% doboedo (94 dgc~@ob BAB); dsm aobbbgo3gqdqemn dbod36gemeds 
d43m, (3 Eobobyobdo B-b asymgM|do 96 oH-aoyrg|M{d0b99 CWsdmMz0@gdyenn. gb 80M3g9em0 
MoPSbAnMydoo fa®gddo dbasgbo wyoomoab oMbgdmdobo, Mmdgema(3 do~osb 8ao3b 39ddgmoab 
dsodybgd0b yooMb (ob. 439d~mo). gbagbgmo (Engesser et al., 2015) 33053090Mdb o~geb adob 


33mgob oMmgomob babsdsoMo (3M0d08 do ab (36mdo0m@moe F5 oJocmdo) @d 3g9MbaggL oM|sm@moab Bobsdomo 
(3M0d9G dda sdob sMgoe~m0o POT-do, sb Loggqmge-39Qab Imbo339md0, ob. Lafarga, 2016) 9363950 o@sdo- 
Sbobdoa3oM Jsodybgddo; 39Mbaggb oMgoma, ob939, agbg~@gdo mgdnMgddo Es d3gqmo bodyoMmb Joodybgddo, 
3g9MdmMeo TPT-do (oJog Log gam gem -3gQ30b sMgoe~do) (Rilling, 2014). 


4arcopallium - RaSh dob &g0bdo oMbgdyema mMas6bm, Mmdgmbs3 o~@sdosbab Hgobob beydobgd4yM boboemdo 
oMbydqmmo MMaosbeb, sdogw@omoeb, Jbaogbse, wobbogmoab gy7bJ(300 ofgb. 


> nggdqd0, 43g0oMdo3emgd0, fa&Jd0, 933900, 30M%Mbgd0, yobhgdn wo doodybgd0 (Fisher, 2016). bom3eGo 
dLasghgdo aym o~mdmAgboma bLbgo@obbge boambobgmdeb dmmab. bodegmab dobbo3mob 89Mame@do abobo 
(3EOMMd]6 asddgmMmdb ,dobbsgemgdemoab” bodegms Haesler et al. (2007). 


© (Giintiirkiin & Bugnyar, 2016) se@sdosbob es 3oMMbgd0b LogMam BobsdoMo (36M3MMde@0 75 da~omboab Bemoab 
Bob, doaMsd s@odosbob FoxP2 a96do (Mmdgmoy Gomdomos, MmMamMM3 ,gbob agbo”) MMB gobgd0b yodgob 
499(339mMd5 gZobbb303~9d0 Moagob sbo~mmanyMmo agbobasbh dbmemme 3 dy8s(300m (Enard et al., 2002): 
domasb 2 dmbw@o se@sdosbabs ws s@odoosboabdoggemMo dondybgd0b bodoab asymoab 3g9%9, 7 dam~ombo Bemob 
bob, obg Med dbaogbo 8MmBHgabob Yoggo sboboomgdb bgsbeEQ{MBobgmgdb wo wgbabm3gemydb (Diller & Cann, 
2009; Lafarga, 2016). 


7Clayton (2000); Kanduri et al. (2015). degbogomto Ji3g3ab agbgGagqmo Loaydggmo aodmagemgbamns fa d0b 
Lodmgmgdob dgbbogmobob dgde@ga, agobgedo — FOXP1, GPR98, RGSI, GRIN2B, VDLDR; sd9m aoM@s, omob 
30093 L630 agbgd0, MMde~mg|d0(3 Boba Go QMoe@ 69dM{4Ij~@g096 dows yyMab asbgamsM 09: DICER1, FGF20, 
CUX1, SPARC, KIF3A, TGFB3, LGR5, GPR98, PAX8, COLI1A1, USH2A, y PROX1 (Parker et al., 2013; Liu et 
al., 2016). 
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Agbob69d, md 38m30emobs300b, MmamM 3 Imgmy) qIbadZ6ge~mmM 990968 gdnba06 dgddbaemo 
rgMObbGMyad300b dfoby yogMoemdoab™ asdm36mdob bomo, dgbodmg9dene, aym s~@odasbms 
j69d0d0 QmbmemmanyMo Lob&gdob do4dbob 380M3q9em0 bodoxo. 

s@sdnsbyMo gbob omgabgdaboms3ab y3qmobg JamdbmdnoMy sghMame@ns 8oM3g9~@m0 12-13 
B9emn, dodnb, AM30 ogbAMomoyMho byxdMobygdyMo Dgc@nbsb Lodegmab smgabgdob 38g9mame@ns 
80M39em0 25-120 CE~m wWodo~@ Jd0~@sb; 8oM39~m0 5 CEMob dobdamdy hoo odsbbo3MJdb 
ImMobMeEama dedo~mo foaSob bLodegmsb, dzdeEg—q oan BoMdma|gedb (330mm gd9e@ dm3mq 
bgad968 db, dmobMeamn faG®ob bLodegmab BoGoMs 3md3ImbgbH db Co dbmeme odob 
d99e92, 9@bg3b Jobo Lod~mgMe ,gmobSoyMo bLodegmab" embgb, dabmgab wsdsbsbosmgdgemo 
Lomosdymo LAM y74I8yMoms Eo oMogodbaMmgoyemo0 moebdod~@g3Mmd0m (Doupé & Kuhl, 1999). 
bmangMan fha®o, DJoasmoamse@, d9gmyMs Eo dodga, samMdgmy|dg6 Loogmob woby3amgdab 
89MoMeEd0, bm~mm Bobsmob foo wo MYMayydo jo Anw@dng30e@, Img (36mM3gMJda0b 
aobdogemmdsdo LbEo3cmmd96 sbs~@m Ag@mmengdbs wo bogbsemgdb (Brainard & Doupé, 2002; 
Eriksen et al., 2011). aobbo3qoMgdyemo dgdMb3:9399 sghGMsmoyHo moMs-Bo®o (Lyrebird), 
AmMdgma(3 dodogb bgdabdo9M baemm3gbyM wo dbgqdM03Z YEQMosamdsb, MaMs(3 Ms3a, bob 
yd6g93b Lbgo@obb30 g0dob fho®gob. 

s@sdnsbydob dbasgbo@, fha&9d0 smngdgodg6 wo obMymgd96 bodegmgdb S3abob 
doM(36960 bobg30MbagMman; sbhama mmy3ocmndo(308 oMs9 BoMdIme@agbomo od bLobgmdgddo, 
Low@s(3 96 begds 3mgoem Hn LEsgmse (MmsdeMe309 obgm 3M%0639™mg9db9, MGmammMa(359 
JHMQ@0 Cs bmMbmdn wos, 93M9N3Zq, ‘bmMangMM 8MHadsHdo, dsgomomse, 993039000; Pfenning 
et al., 2014). AgqndemAd9 Z0Z9MSyOME, MMd se@sdosbMs A3MEy30%4M BobsdM|db gb ~yoomo, 
96939, SfmbeEom. Aha Sh gdoboma3ob SHgobob bosbaen, 9.6. sh&gmamMymo 36mgb(39R0CmMbo 
RNEJ30MbsMyNMo@, shoG\MdayMoe@ Oo IremgygymoMymseo se@osdosbob Ig_Hy3g9emgdobmga0b 
bogoMm mogob &go0bab bobo~mgd0b dbaogboo (M(3 ao3gm bob obegbb IM BMH 399) @o gb 
Dbasghgdo aMdgemegds sbayje@mdom ag6do (ob. Samuels, 2015). 

SAgM035d0 (36MBMHQd0 d3gmyAMAd0b MyRobob b9MImMds@a, 46960 (Troglodytidae) degmosb 
oMohggyemgoMng Lodmgmgdb. dom qdMo3gmgbmdob ofgb bobgmgd0, Mo(3 qygo3daMe@ do 
dom daggmammdsb 06 aqgmamogoyem ao3gM3gmgdob, doamod Mod~@gbd97 Jomasbds doowm 
Lobgem do aobbo3qmmydyyemn 3mgoemyn dmbo(39dgd0b aodm. obgmo bobgmgdno ,doyyemdyenn" 
(2), ,QemgaGobGo*, ,b&3g9600%, ,Lodegmo" ws ,dqbo3gmbo*. doma myobob gMam-gMoDn 
B93H0, dtomdob dgmyMe (Troglodytes troglodytes), b693emab 110-150 bodegmab wos oyg6g9ab 
Logs@obb30 3gmgomyMG wos Gb bbgow@obb30 mma3omym gomdos6 Maaombdo (Verner, 
1975); mado abeobydyM 9(3960%993do0 9(36M3H 960 AMA~EQMsE@mn AMbsmgb539 dgmyMQd0b 
HBIIGGHVM0 YRMM AgGbLo3, 300 bodeagmsb ombygb. doddsdgqmo fa&gd0 (og039 Mimus 
polyglottos) d5d5396 969% gdb, sdQ0d09db, dod39db, dog3 dod39db (167 bsombsbgmdsb), 9.6. 
rIMMOaMab|” ha®Job wo 3093 L6go Yadgdbo wo (3bmM3gmmM Mxobgdb, HaMA(3 Abobo Jdbosb 
JM5390MQYIMM306 ,IqbogoeyM" Lymoemb, Mmdgema3 boboomegds IMo3em0 HmbomyMa Eo 
30093 493M SMoHMbIEMYNMa 89Msdg8MaM, Mo(3 A3g6 93 BJO agabbybgd09 (Jogomomse, 
350Mb(39d96 bdZdL 89GoHo HGH dob HR _ymHmrosb6 6909 30349600). 

Rogob bmangma bobgmdsdo a3b63~0@g9d0 Modegbod9g bb3o yboMa3: dogoscmomoa, 
Hylocichla mustelina-b yodo oy9b9db wosGmb4ym Mmobdode@eg3mMmdob, Catharus guttatus—b 
yoda 30 aYZbgdL 8976 Go Gmbag30b; dgdbo34yHo gobombob Troglodytidae-ob yado yb30@ oyg6gdb 
MsMds3om~™ daghMoms Monagdb, Mmdgemas wobemm3~@gds JOmdsGoymb, Regulus calendula- 
ab yoda obMymgdb dgmmensb mAGo34yMa bosbSmdgd0m; ZocmoymMbayy~mo Cistothorus 
palustris—ob fo&gdb doydmosm odm~gmmb 120 dm&o3g0 4W33~m gen Mobdnd@93Mmd0m; 
Mimus graysoni xyodob fa gd0 obMymgd96 Img Igeme@ngdb os doma IgZovMdeE%gd60 
099MMHjd96 dom Lodmgmsb (see Gray et al., 2001); bsMob Ro&o (Neotropical bellbird) degmob 
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MoMdo3zoe~m MAGogob dyyodo 3306840 dagmom; Zonotrichia albicollis-b yodo jo aodmb3qdb 
MHaGdqem LodmgMob, GmIqmny gdysMdo CosGmbym A4-G3 dagmgob (gb Agq60 380Go~@0 
(0533039059); sdsbmbdo di3bm3gMHQd0 somMosqMylb gman xXodo (mdge0(3 (30mda0~@ne 
rINALogmbob“ bobge@om, Cyphorhinus arada) 0y969db 80msamMym Gmbgdb, bo3y6eobs ws 
LysGadob ob&yMg0m gdb Eo samo brdob sboggdb mAGogob, 3306bGyM eo 330M8ye 
6a990b (Doolittle & Broom, 2012). 

yodMs30 (36mM39em0 Jegmob abym Ig~mmenosb, GmMdmoab bodyomydame3 begd9 domo 
bsaMbobgmdob 096800 35(300°. SgbMsmonHo y3030 (Corvus corax) 3mb&o48obmg0b 
aygb9db wodobgdob Lbgs@sbb30 ammdob: ByMoHmMoyemb, wodabydob, sje gdo wodMybgdab, 
30M639/8abybob Msbdodeg3Mmdob wos bLbgs G&yGHoGmMosby goQ3M% j6ob bogbsemydb (Rowley, 
1973). G39 9HH-JgMOO 93530 33909, Jobo godob BMnb3g9e@gd0 aMms3e@ d006 dob asMdgd~, 
(300MMH96 A5dM9(3-(36EMMb YdMo30 Mobsdmddg, Lo3dom boba NygnM0sb oMobobfMmbsymoe, 
MoMo3 8g9Momeab as3mob 49M] 30 qhaboMegdnesb. sdob aoMeo, OMdgdd3Momob hosob yodb 
(Troglodytes troglodytes) sbsboomgdb ,bomm* bodmgms ws 9890073. oba(3 GbmMdoE«d, 
Amd Asdengdob LodeEegmMoms (33c~moab bLobdoM) Esdmzoe@gdyemns dom asbbymdsd9 (y3gm@mo gb 
dsbsboomgdmgd0 3d Aa®ob y3gm@mo BsamMbsbgmd0b9Q 0% 339909). 

gmdNVGago(3040 =bLoabsom@mg|dob Mganmbyemn =wnsemg4Ggqd0 s@dmAgbam@mons, 0b939, 
dyd-7dBmM39Ms CWsdsbgd0b bodmgmgddo (Stoeger & Manger, 2014; Kershenbaum et al., 2016); 
asMes sdabs, LIg7bam0 qybsMgd0b wawn boboemo, M9(3 CMMbL yyZo3dNM~ Ide Ss~@sdnsbyM gbob, 
bsbsbos do~mambmdom Bemoab bobsm oMbgdym bobgmdgddo; dogomamse@, IMMbme@anmo 
dgamdbgdeo omob msa3qdbo wo bodbMgmedgma3zyam dobdamgdb dmmob, I98y439emgE0b 
MaGIqemo MogabgdyMqd9d0 sboboomgdm Msa39db wos b&ybos dAoodybgdb (Callicebus), 
gmbbLmbsbbydob bdomgds sboboomgdb HmBob (Jondenbob BsoMbobymdso), R™MMd568 Jd0 
33630905 Dsjo3g9db0 eo b&ybos dondybgdb ImGob? — gb qygobobgbgmo aoygbgdb 32 
amo bLoaboemb; sdob aoMes, J~agw@mM|dn godmsMhg396 bogymem wo bLbg0b dgamgdb 
domo boaboegdab bodyoem dom (Vauclair, 1990). dsdmo agemoe@gdn a9dmb39996 25 Loaboml, 
gbgbos aMdgemn mobdnI~)|3gMmd 960, MMIgm@a(3 JAYoMQd0 6 doMomse@ G&osb (Gustinson et al., 
2016). dJogsmmmoe@, JgI8dgemab dondybyd0 ‘Omasc@on boaMomboab Loabserda 949089496 Lygodbb, 
MHams3 aboba saMambamg|dg6 Mobsdmddggdb mgamdsoMegoob LodadMmmgdab dobobgd. ‘bmaogo 
LoaAnbab Loabomns 33%, Mobs(3 908969 Lygodbo ,,3%o3-mm* (Zuberbiihler 2001; Coye 
et al., 2015), odoggb 539m9db Pomatostomus ruficeps Lobymdob Ro®ac. 

Lem 308 (dobayb Sob dLasgba dsoGoems dAG®o3gdgmoo ds~@sasb3oo~@s6b), omol 
yoOMgboe@ bo3n0m yma bobgmds. abobo (36m3%Mmd96 wow, 50 abengn@nsb Xaxy7o39dd0, 
abymd96 880M mamobgdb, Mmdmydbe3 20-%9 IgG aobod(3g930 aobobgmgma ofgm. 
mosbemmydom 1 000 sbym0 mmoboo boda 330OMoHyem0 3a~mmdg&Moab ByMaG®MMo9b9. abobo 
ayg69096 30-9 998 3mgocmyM Loabomb. aggmmob dohgbgdobob, gb xaya0 gMmnsbw@gds 
a3ggmoab oMa3cmn3, abygdg96 dgdedobgd9em dmdMomdg ab wos sadyongdg6 JagqboMdogomb 306 
c@oabomb wo bodmmmme fodgmgb bmmmdo, Mab dgd~@g—a obabo dob bLmmmdo dombs396. 
dsm GJMHaGMM9by DgIMgFMHae~ma Lbgo LyMngoGsbosb Ag63g9e@Mabob abobo sbMyemgdg6 
mo3zab9oyM ,d9dMdMEMs (39330b", Mmdmob EMmbes3 abobo 3y~@gdb Js~~@ms bb9396 wo 
Rgqbob dboob qmByodg6 dobob. 


8 bgocoobbgo JJDMEMMMaanMa Dowamdab Jodmba~mgse, Mmdgmms dobsbo oymM 390—Mg(390™mg3g3gd00M wo 
Aggbbogmom dbaogbo Imgm bs Lbgo@obb3e0 gmobob (36b6m3gqmgddo0, Imb~Gs dmeEmmM BgAMOMeEdO; Bg9MdMe, gb 
Imbe@s ha®gddo, BEgZOb wo bdgmamob dydydbm3mgddo (Kershenbaum et al., 2016). 

dendendBmgM%qd0 Cd BMabZg7~mgd0 9~mn,g0dg6 Lym d3aMg Fork, mdgMGmbgdb (s6y dagmab 380%39™ wo 
dgmmg m9%Smbg9ab), (3 Joqmangob, Mmd dom LoghMam BobsdeM MadGHamoobo3 qoeo 8frmbme@o gb qb- 
oMo. 
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Mdd9@jJd0@6 80M39em0 bya BeEob dJobdamdyg 3mdo30 aym ghMmose@ghMan beam, 
MMdgem0(3 (336M3MMd@o0 939MM ]benb bKmm30MH3dGo (Lodbmam 3% 9000). JoMBmmdab mo3g0~@o0b 
obo3amgdemoe@, b8e~md Mogabo aba3n9Go30mM CWonbym o~@sdosbygdms6 3mMdyba30(300. 
030 bo3gymem 80fMda bmmaAdob Imamosgbgd0M (33~mnws LogyMmoMn BmMzZo~myAMa HMHo4Goab 
RmMMdob, abbogmse bymMa BmMayeEmO LoShygob asdmam ds Es Jomo Dbad3bgemmdnb aoagds 
(Stoeger & Manger, 2014). 


Labdmmbn ews 2394799349 LadmgMs (36m3gmgddo 

gb dmbs339m0 aobbo3qmmMydam bLonb&yMgbrr ofbgd0 dsmagob, 3063 CsnbS Mgbgdyemno 
sMsdnsbos YayRyMo Lodegmab gg7bmdgbom. bea~mydoab (36mdn~ MMHy3gb8Mdo (Gsom@msbeoob 
BOM389H3da SMbgdqyema (36md0c~mo0 58M54(30M6n9) L8ommgdo, aoM33g94e0 Ja(30~@abgmdob 
d99@93, Loghnm MaGdb yoMase@ gbymdnsb, mydi30 dom dmMab domme gha bsommb 
Igqdeos L&sdo~m Mo 8yeEbob JgbMHyem do (Patel et al., 2009). 5b qyboGa IMogo~m dobsyM 
BZ.pgoaybs eo MyMoyydbo3 43h. abnbo babZoMBb wyogybgdg6 Lb6ge@obb3o0 boaobb, 
390mb(39996 MyaymoMymo Ma®dab dfJmby Logo~@obb30 bdob (3gMLmbsemyMo (0533039050). 
amg0~mam dgadLBogmgmme (VLs) AZd.OMEYEMO MomeEgbmdab bsMdmdswagbegdb (goMes 
(36969d0b — Bregman et al., 2012) of3b, 06939, yyoomMo Imobenbmb gMadsbymmsb KayowyMo 
Lob4mmbobs(300 (Bogasmomse, gb dgydmoem de3ab mmdgdbe ws b9e589db), 96 0739336 
JgMaoc (Wilson & Cook, 2016). gb wgobob369ema agobbogymMydom gb69d0 Mymayydgd0b 
99n-ghm Kanab (Psittacidae). 0d Rayga@sb MYmoyydgd0b Lye~@ di3aMHq 14 boaMbobgmdob 
dgqQdmne oy3gb dai3gd4qyem  MHaGIb wo dgobMy~mmb dmdMomds g:gMGHagomyAMo@ Wo 
BMMOBMEGoemMo@. 9d939 CEMMb, HyMnyyd9d0 AmdMomdsb qy03d0MQog96 bo3xmomo 
RI6gd0b Amb 33gemgdobo3. 06939, oMab o6QMMIS(305 FH-N dJodssbdgb dgbobgd, Gmdge~md9/3 
aoM33g9ye~ma Lbogemgdob dam] samgabs Eo sbemo dado L8mbGobyMow@ o8y3gb aoMgasb 
08db (Hattori et al., 2013). 

byManb GHg0bob dmBmMy~ma bgaMmbgd0 s3mbGMmemgdg6 dgGow b8q30g03%44 
3M 300M0B9(300b ([6M38g~mMS Ly~m Lbgo@obb30 YayaQda: mg3°bgddo, sdendngddo, Imd~gmMo~@ 
ho®gdbs wo dydydimgmydda, danbgm@o30@ adobs, md bdob aodm3gdob domo 3xybmyMo 
Aqdo60BI9d0 doemosb asbbbgo39dqemn0"”. sMbgdmdg6 [36mMggmmo LobJMmb yea axybogd0 — 
dodMo doyoygdoobs wos sdgndagdob ayybeogdn, JbgMgAd0b abe gdn wos M3nM (30(30bsM|@™g|d0b 
Lobsmmbyyema  (300(3090(3 (Ravignani et al., 2014). obobo gMmse@ aodmbi39d96, aomgdm 
80MMdgd0b dmambm3bgd0b dobodsdobse@, bogymoema gadobomgab @wodobsbosmgdgm 
Kay™aBnMm bLoabsmgdb. Lbgo dogsmamb deoggym3bgdo gmmoe@ Ambs~@omM) cmdgdob, 
SQmMgdob, gmomB@B dob wo Jamgdob axybewyMHn bI9d0"'. ob939, aybanMns asdMo3gmgdob 
bobmbdo g9do8gd0b dag asdm3gdqjema bdg7d0. DoMmomos, JobmErmeE o@osdosb9d0 (Jom 
dmmoab, domo 60653869603) o69Mb6g9d96 GFmHEMM YM LobJMmby~ badegmobs eo (39330b, 
3930 gMadsbgmabasb asbbb3039dqm0 boaMbobgmds adgmMydb ghmdobgmab 3gm3zocnm 
QMMAQMSL CS OYJHgdL ,,gaMbgZo-Bobjbab* Abasgh J9MG03 shGHoy\{mb4yMH HAmMMHdgdb". sbg3890 
098)9d0(3, ©MdeEMgdd0(3 ByZa@moe JEgMnsb Imam |Moma fha® 60 wo L&sdo~m Mo Imbmasdoab 


VOsuge abgm mg93g9dd0(3 30, MMIM|dba(3_ ydgd0 OMs 943m (lampreys: Albersheim-Carter et al., 2015). 

Ma oenbgco0ga00 adobs, md 93 gMaa domasbo 0M gbo~@sajds bobfmmbym dmeyemb (Hagen & Hammerstein, 
2010), dsm dogm bdab asdm3gdab MogobgdyMQd0, ob939, dosbadbgdb GyMaG®MMoyem DJogyn3zbgdqyemmdody 
es sbegbb 9.6. ‘Beau Geste” (,msgsbo960 ¥9b80") 993946 (Harrington, 1989). 

'2 sbgamGoGgqers 30MMbgd0, (3aYZgaLgdqMo Dondebgd0, dsdIMb4Mo JeEge@M ddj353960, EoE@baLZoMBo 93030, 
dma0M(3630MS (C9IMRO 9de30d60960 (Takahashi et al., 2013) 
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dmb 8M0d08 0"; Lbgo, sbs~0 F8o809 ab 80958 d0, GMIM]S0(3 FHMnsbeE jd096 7R3M~m 
DONO] Od YRAM MogabyQom xYayogddon, bomgboMoa o6 dImbmasdyMHo gogdaMgdnb aoMgd4g 
(Takahashi et al., 2013). 

Troglodytidae yodob fa& db dmMoab, simmobsMab Aggbobgmdob, SgMbsbeg7bb aoohbos 
LodmgMgdob woawma Mg8gM& yom; ob dodogh Ajgov’Mde~™_db Cs 9aM|m39 Jegmob cwxy9Gdo. 
gb gado (36m3gMMdb BoGoMo YayQqdoe, MmMdIM|dda(3_ MMa3Z9q Lgbab Mode gbndg oMbydo 
ImgMob gGamdmo3zoe@ (Kroodsma, 1979); Msde@ 96099 bobgmdedo, dso Immob Thryophilus 
rufalbus, Pheugopedius fasciatoventris Cantorchilus leucotis, de@gj@mmdomn ws dodMmdamn 
Ba S960 degmas6 gMneEMm mse (wxy9% 9ddo (Skutch, 2001); mn jobob36gem0 wobobgmydyyemo 
yada degmab do~mosb Byb&oe@ BrmmMenboMydymo~@ wo ImdM|Mmydb dmmab Mmeagdo 
d339mMse@ Mab aodm33qmamo0; Cantorchilus nigricapillus bobgmdob faSgd0 dOb&ow@ wo 
BOMMENHAM d4MsE IegMsb 380M%39e~039 Jg63gg9EMOLMsb939 (Levin, 1988). y3gmobg Mayon 
098 960M bobosoegdoo6 Thryothorus zeledoni (ws, 5b939, Cantorchilus modestus) Jagbobgmdob 
Ba®ge0 — don dsdMgd0 aby 996 dgbogomn QBMobgdom, Mobs(3 IMbe@ gb dodHn Cs Awe ge@MO 
Lobgmagdob mabbsbomosbo bodegmam Imbs33c mds (Mann et al., 2006b, 2009). 


bodmabab badmgms 

sw@sdosbob asm yymob bogyoms Lmymoe@ hodmysmndgdyemns (5d90969d9 Lodo M30m 
SoM). aobgamoeMgdob seMaNm g8od80b aobbodm3mMs do~nsb Dbadgbg~mmgebos oMdoxymo 
amgomyMHo bdabbomdmgdob dobodmademmdgdob wobow@agboe@; bogomMoyq~@ms, Mmd, Mo3 
RAM oMiose~mos Im3gm bs Ra~mmagbyma M3oembodomMabam, dam 3yWRMmM seMob~|og@mns 
dabo fsodmysmndgds do3d30b asbgomemgdob 8M 39bdo. fAg96 dgagadmns g30bodmMmm 
JImM30NMa Ab®\Mbs(300b MogabgdyMgQd0b9 QgMMdDSbjMMsb Wojo3dJOMgQdy~m LbLobgmdgddo. 
yn Eds SHa®gbmae@ gen fhobb hobsbsbob oMbydmdob d9-4 g3gaMedo, Jodab Mm39 yomsd3om0 
L8G 74H yMHI{d0 yoomad@yds J9-6-8 B30Mab aobdog~mmdsdo. gb omMab 8oM3qm0 LHymno~e 
(s6oSmIdo Moe (Oo R64(30mbsemyMse@) Rodmysmmndgoymo mMasbm s~@odosbgdab fhobsbobab 
asb3nmoMgdedo0; sdob dgdw~amdo (33mm0mgd9d0 SMM wyZo3dOME Ids 3mM3Z0~E~m~]M MMasbeb, 
oMsdj@ domme bbgy7mab asbgamoMgdob. bobdm bodgd0 omoab Aggbb bbgyemdo ombyad4ye~mo 
y3gmobg LoMoga jybagdn, Mmde~mg|dn(3 AxyVdomdg6 Amgen Lagm3bemob aobdogemdsdo. 

A396 damdbmdnsmgba 39MM IgemmMeaNMa (33MM |dg960b dadoMm MAGo30b, 33068ob, 
Cd B39MHab obG M30emgd0b HoMamyddo (Trehub, 1997) es, 06939, dsaghombodsmemydMHago 
(33mamMg|dgd0b9 Cs FIMZ0q\Ma OO8 gbbagMdab aoeoIm3g9dab dadsMm; h3g6 Lodo mgab sbo3do 
BMG gbodsb g5bogjam ,cogw@ob g6ob* (ghos 99m309b9 wsdyoMgdyWeo ES bdoMse@ yobH~r 
J0M(330™m9d0_q oagoyoma gbo, MMAMaMd(3 CNG ]d0 dndSMM5396 sSb~MoEO~Wodo~@ jd4y~™ 0930390b). 
gb begds aoamgdam .WRmm oem (330M 00 @s M399d0b obs 3do), Lobsd cmodome 3b 
mo3nbyjd~@qm (2-3 Bemob sbs3d0); SHeMosOMosds@joymgydb wgw@abs wo Dodob bdI960 9339 
a3zoMhg3boae Lb63q9dab bd9db. gdm 30yMHn BAMbMEdS Aaoge@mgbob sb~agbb dabsyM (36m39~mgdO4(3, 
M03 Jagagobadbgdb, Mmd Bmdybagogoab ,dqbogocymo" (3Hmbmeonemn) Mogabgd4yMqd060 
J9M30NMH aogmgbsb sbegb6b bLbgs, obmMaymsa@ woszo3doM%jdym yx0dgdbq/3 (Snowdon 
& Teye, 2010). A396 AgGyggmgdob gb6s3g~mmdm 8Mmbme@nnbs Ed bLo~msdyMo M0Gdgd0b 
JhHamdsdo, sdazgoMs@ 306 76m bLoShy3q9d0b, BModbgd0b wo Bow gbi3agdob ymddobaMydob, 
Mog Jdbob IAg®yggergeoob gbygIh, gNgMoe bogol. 

ymMooboosd (2006) Jz2QOMO adMy3g9M5 = WAbadZbg~mMmMBZ0bgbo mabagab&qymo 
dobsbosmgdgm0 — 3ambgam0 068mbs(309 — MHmMamM3 s@odosbyyMoa gbabo wo odoMm36gda0b 


'3 osdnab930, 30d6Mb9d0 Ed GaGHs Joodybgd0. GHodomabygdob gma bLobgmdsb (Saguinus oedipus-ebs) o4gm 
GHoGobob s9Momeo seMgy@ Agam~mdodo (Saffran et al., 2008) 
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BoMdmdmdob 3MaGo3ym0 = jmddmbg6Go, MmdIgem(3 JDobsd~g ogbmMMaMydyeEmo  aym. 
MobsddMmI~mdab Mmbm3b6s 4(3930m (3gb@0o) oMab Babsdoma y3{mzomyMa" boabomabs 
(K6Gmbo Qoob sdsmmyds dgjg0Mb635d0), M93 SIGseo gdb 389Mdsem MH Loabsemb (89 8y439em dodo 
asdmbo yon dgjg0Mb30b). doMmomoas, gb yooMo 0H 2363~—9d0 s~@osdosbobdsa3oMo Jondyybgdo0b 
cmnba 30b GM y69M-A3939db dmrmab, od 8M8m- 37mg 608 7H Ji3g3g0b, HMIg7embs3 M96 sbero3b 
AInbogomyMa aodmbsGgZo, dagyo30Ma bLbggdobac6 bbogmoab 8Mo04G0j300@9, Mo(3, 80M39~ 
MHaado, y303doMe@ 969 Jdmdmoabs wo Aga~mab qyMHongMomdsb smsbOmgymgdab Jobdamdy. 
amg |d0, Md JMaobG Mob CEgA~@ds-dZ0~MO aY9969dE696 gdm304qMH AybogomyM AmMINmob 
(9b ager 93m8do, bLojJoGmggemmdo smdmhgboeo H. georgicus)". 

Loddmam mo @o moabaz0b8ymMo wooMadn dadhbgyyemons s~@odosbobdoa30M Doodbyddo, 
M93 GaMEOS30M Bo3doMdos fAgg6o BabsdMgd0b g738memny304M bo'dmeb, ym3gqm dgdmb3q930d0, 
Mo9b5 309d MMobayyBobagdabs wos o~@sdosbob g_38memn(304yMo bodgdob wo3a~mgdab 
89MoMED@S6b (9b Imbes 13 do~ombo Beob 6o6). SdjzoMss, md os~@sdosbab babsdmMgd0 
ayg690cb96 od yoomydb (ob. Lafarga, 2016). aMMamy|do (~ws(30~@gydab 3de@09 8 Ja~mombo B90) 
6909 Log boemgdb Lbg0e@obb39 3464 (3nnbamgob 04969696". 4Q3Mm 498)0(3, s@ddosbobdoa3goMo 
dondybgdob MMHo 3gmBzo0cmyMo 4/3930 Jg0(303b gamb3gomo ob&mbs300b gemgdgbGqob — gboo 
ammoamob 9.6. 3930-4930 God doddobdOgb LogmbGoJGm o~mdogomo MaGdyemo dobomo, 
AMIAQ{MOS(3 yoroMeosbosd (2015:480) qyEmes ,8HmBr dg30nb39d0%. 

B30bsa@sb6 493M (36mM3gmMS7 YIM 0M MoGoMQdyYemos (W5330M3Zqd0 Wo bman Domaobo 
(Jsasmamoe, (3696900) nggngbse amgabgo96 3mgzomyam abb&MyJ(309db, 30M 
PobsMhgbo gmzomyAMa Es oy~om-Ibbogmgmydn, dgbodemgdgemas, MMd BamMb30 o3yb3om 
mM039 bobby69d Bodsb: ,gmjzocmyM/oMs3gmzomyAMm Eo ,dZVLOMONM/On" Abbsgem g~mgdb. 
dagmoa Mogan bobbyb9d0 ~qboM-fg939d0b sMbgdmds ob yMe@gdo WyRmm wodmMydyem 
IndIBMag0Mms bsaMbobymdgddo, MmMI~m|dobasbs3, 9cMd9O, YRMAM ogm|doe Im3qmmenm 
Loobemggb. obgo, dsgomomse@, 39d039ddao, Ldammyddo, 4R3MM JgAGa3, ob9390 Moa3gdbo ws 
mb9ddo — gb bodb abgedb gmdybagoi3aab 93mEmy300d0 WR3MmM gMmnS6b0 asb3nmoM dab, 
3MbGobyqdob oMbygdmdob, 30eEM) CabM@mdoyMmdob. my30 (36mM3g~mmo gbo my ob bobgmdo 
L&odomyAMoe@ ag30h3g6gob Mmdgmndg sbomab oMbydmodob, gb bodbo3b, Mmd gb bobgmds 
490(393b 30M33949E™ 8MHmaMsdsb Eos asdrmM3emnm JgJobobdbL odobomgab, Mmd gb yobomo 
aZodmbsGyemo oymb (ob. dsgomomoe@, y303g9d0b ax76e0). 

B39MoN~Md96, Mmd fos gddo bLodegmoab qyboMds mo30 ohobs bsdygM, woobemmydom 
58 @s 55 da~mombo bemgdb dImGab 89Momedo (Notthebohm, 1975). dgm%q ImbsbHgd0m, 
Jb boMo BsmMdmofdbs domeme mMeqM: 99% 9.6. ,dmmomnby Ao edo“ (Trochilidae) 
@ds d9%] MYMYAJQd0bo Cs AMIM |Ms~@a An gd0b bogmmm ConbssHgddo (Pfenning 
et al., 2014). maymoyydgd0 69Gdm0d3696 43%™m a3096, 29 da~mombo Berob 606 w@s dom 
YRAM Moma J3mMEN(30NMHO AS o43M aBoZ~mo~mo (Chakraborty et al., 2015). ggmdme, 
domo doMyY3sgbs wo doM36g69 bobdm bodgd0 8nMeSd0M sMHnsb WosjZo3daM dye Hgabo0b 
6sb6939MLa39MmMgdm06 (Heaton ef al., 1995). ,AqbogomyMa~ 3md3mbg680, LogoGo~ems, Mmd 
5H a363E9dMOS AZBMEMyMO bsbob EsbsbMymb (65 do~moambo Ee~ob G06). gb ojowob fobb, 
Mod oH dmMaz938M39d0 bodoMbo dobo~mos Imd~egmomo hog&gdabo; aoMe@o sdobo, od xodgQdd0, 
AMAGMOds Bobss5Mo QBMMIZd0bL BsdoMbo Asbo~mgdn IZGHbo3zm dO Hsbobos (Jsas~mamoea, 


V4 ccngacnentio dagMan-Lodsmmab ymbS&sMmemo, 06939, Igbodmgdgmoa oym aohgbomoaym H. erectus-sd@9(3, 
dacmomb bamb9 WR3M~M o~my (see Lafarga, 2016) 

9 entagms gmgm (Patterson, 1980a) (36mdb 600-%5 9980 LoSyg0b ggbHb, 36mdb omebmdnm aobamoabym 
LoSygobs @s gsdmb3gdb sGadyM 3gmyzocmobo309db, M39 aoMoyeos ym3gmemoyM bofdosbmdodo. ogo 
S3MOHGHMmmIdb, samMgngq, LogyymoM bLobden badgdbs eo 3gmgomyM o8oMoHb, Mmdgmbo 3 bIoMMdb ygb&Jdob 
YZ gMemayMo asdmygbgdab eMmbes:3. 
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IBMy@abL{dMaS mexobob BMabggm@gd0b o6 Tinamidae—b gMnb37mms ImMoab), adgosmns 
LodmgGob sMbydmedo (Senter, 2008)". 

donsas3s (Miyagawa 2016) asbobo@ms3b gb6sb, Gmamm3 e7bMBsGyHo emydbo3y4Mo 
Lob®gdob (Jogomomse, asbasdoab s@mdbod369em0 = w@abgma&emo JHagycogeob) COs 
Jqb8Hgbarxyemo (99-3040) ArMbMeEamanyMo Lob&yIgd0b dgGSByIob Jgegab wo Ro4mmab, md 
ab dgadegds smdm3gbgdyyemnym CsdMy30@Jd~Moe@ SMMdOM Da~momba Bemrob bob. ‘bmas@o 
dobsboomgdgemns doM33mgd0b Meme gbmds (dsmo ase@dm3gdob &9d80 06 dadgo~@Mmgds 
eMmdo); dagmab bodsmmoabs wo @oabosdagob 96939 bodadmmgdsbs wo sbSsambabGym 
3M6 GH JLGdo — gb a3b3egdo0 (36m3agmmes LodysMmb y3qmo boambobgmdsdo; (36m39e960 
04969096 Moo bdermgobgdob Jdgn@ aoMgadmgdsdo ~o domom bdob Lodadmmgdab Loabsmgdab 
ao~@obs(39d9@ (Zimmermann et al., 2013). 

oy fAig96 asbgnba@me3m s@odnsbmse gbob, MmammM3 W9(3M9E@ s~mdm3gbgd4qye~m 
“yoomb, bmem dAybogob wo bodegmsb, MmamMy3 I_%y3g9mgEd0b aob3amoMgd0b Mobo- 
8OMOAIHL, ~mmangyM Cobsomd~@ygamdsdo fog3oMe@gdam. BmdImEmanyMa (349MgdMoemMo 
LAM 7d _MQd0b obssoMH LM 4G yMHQd0 9363-900 93MeE~y(309d0 do~mnsb semMy oMbydeye 
BsaMbsebgmdgddo wos agbgGagyMo Ed sbhoS\mdayMo LydbGMsGo, Modo(3 dgqd6s Anbogobs ws 
goab boad3qgmo, bom3Moe@ d3ggmos. 3mddsemadbyMo 64) obw aAMaM|dyYemMa 4(3q30b d4mbg 
ImMIM|Msmn CS Jmmd5M539 SeEddasba JMMoOmMeEmMan Ms |9(30~M ]dOM YRMM agnsb~egm 
89MoMEL dDaggq™Qm3bgQdo. Laodegms ao(3amMg|dnM 4RMM sMJory~mns Ed a0 boMdIMn,dbo 
93memy30gqM 8Mm3gbdo gq4gbez9mM donb(3 — ofg@ob bodegm gb fho®gdb y303d0Me@ 90, 
bsd9%96 jo dydydb 3% db (Nottebohm, 1975; Fitch, 2006). 396dmbaxy En LAM 7484 gd0b 
B0dMs(30Jd0b sMds, Ab®IM3Z0emgd0b wbagqgmbo~mmds, GBmbosmyMHa agheMdos, &mbgd0 
Md bobgZ0MBmbgd0, Yy3qmogQgqMa gb |MMdOMEJZdmMeEs CEMmoab WoMdsboMa B8gMoMedb 
asbdogmmdsdo, dmdmagmoema fa®gd0b SnbssMgd0@06b = w@obygdyye~mn ~~ Mobodg~Mm34 
s~@osdosbsde9 (9b wjobob36gm@mo0 ~wsobemmyadom 2-3 da~mombo Bemobose). Hmbsem Mo o~m dob 
aoodMJd9, bdagmMa Loabsemgdob sm do wo IgHy3gqmgdab asdagy3gMo omab boda gMMmdobgmoab 
85SMSMIMYMSEO AZobgoMsMHQd4yem0 8Hm(3gbo (ob. Lafarga, 2016) @s obobo Md j303daMId4em0 
sMos6 dbas3gh (96 sbemm d@ 7d0%q) Gg0b60b Myaombgdamob: Jomo 3o38doG%o ,,89%bo3gb" 
sMysmonsb!” (Mo(3 dma3o3b gbob aoagdsb, oMse doMBm yobGgdobo wo IgHy3gqemgE0b 
3 64309db), agsobemggab 08 o~@gsbosb, md ggmemyi30yM BoMbye@do gb y3qemoag9Mo 
Aj7ndE{dMed Wsj3o3dOM|ZdqEMO YymRom@oYymM bLobgmdob aoswosMAgbsboosb (Lafarga & Sanz, 
2016). Iqbogomynma Lodsmmob BbSo agobbodm3ms (dsa dmHob sdb SyMHo bLdgbob 
sb ydmdo), dgbod~@mo, qdbadgbgmmgebgba 3gmgomyMoa 3me@a oym Aggbb g3memy 304M 
boMbyendo, Mmdgmdo(3, MmMam™H(3 AHobb, Mob~Gosmsb WojoMas gowoMAgbob yyb4(300 dob 
d990@98, M3 Esabym aAsM@dsds3zo~™n JQ8Hod0 BaM38gmsE@0 Hmbsm@myMa gbgdn@osb obo, 
SM GHo34eM9(30%4M 9609 (Jordania, 2006). 


msMadb65b 665 dsModod9d 
es ambyd ymR~sbood 


105 qb qr00g900 sdobo, has dob bobgmdgdab bobg30Mb ofgh bodegmab qybomMo es 8Mn0d08 9ddo obama dome~mme 
byone: LodbMmgmsedgma3ymo &a8o Joadybgd0, abeM|d0, EM|IM|d0, aodMbgd0 CS S~@odosbgd0 (oJ dggo006 
B3960 93merqgaymo BoboseMo yodgdc(3) (Miyagawa et al., 2016). Igmmy sMbyd yen Ig7bjeEym Zd0M, Lode- 
JgHab wooMam Abasghgdo AmdegMom ha®gdbo Es 8MadsG db drMab domo bogmam bobssMa~@sb dgndemgdo 
Imeame gb, Csobmmgdom 300 damombob Eemob babs 89Mome@En~@esb (Benton, 1990). 


17 sé goco0 mo3z0b Ggobdo, Mmdgema(3 LoGy3gdo0b badobGHogyMow goagdsbs wo IgHy3gemgodob o~mdodo a3gq6- 
doM oo. 
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PENELOPE SANZ GONZALEZ 
(SPAIN) 


TONAL PERCEPTION PHYLOGENY, VOCAL BEHAVIOR AND HUMAN 
EVOLUTION 


The biological ear 

All vertebrates are auditory learners (ALs), as they are able to add new sounds to memory; 
they also are vocal learners (VLs), as they can additionally mimic learned sound. Human language 
is one example of the system, where structures and vocabulary are learned, and learning implies 
an instruction period. Speech and singing have many well-known parallels with songbirds, both 
restricted to a “sensitive period”. Cochlear anatomical structure traces back a common pattern in 
all vertebrates fitting sound's physical structure (Lafarga & Sanz, 2002; Blinowska et al., 2012), 
due to evolutionary sensorial processes for millions of years. Auditory categorical perception 
processes (ACP) had a place in a broad diversity of creatures, from crickets to frogs, chinchillas 
and macaques (K6ver et al., 2013), some being able to perceive human speech categorically besides 
the vocalizations of their own species. Others encode categorical information to point to a predator 
category, and urgency or the proximity of danger’. 

Even evolutionary distant species show more interesting properties: swamp sparrow, e.g., can 
categorize tones according to their position in each syllable, so its ACP is integrated in acoustically 
context similarly to human speech (Lachlan & Nowicki, 2015). Human perception of tones and 
semitones and absolute pitch (AP) are similar process widely shared among avians (including non- 
songbirds: Weary & Weisman, 1991; Cynx, 1995), allowing them to accurately produce species- 
specific calls or songs and to perceive those from others. Bottoni et al., (2003) had shown the 
ability of "octave generalization" in a parrot (Theo) while mimicking temperate scale stimuli from 
4'h_5* to 6-7" octave registers. And, while birds cannot recognise same stimuli in different octaves, 
starlings answer correctly to "missing fundamental" (Cynx, 1995), and show the perception of 
natural (pythagorical) ratios, although not all productions fit to them (e.g., in a single individual). 
This ability is also present across orders, families, and species’. 


Auditory system structure and function remains very similar in modern humans and extant 
primates’, suggesting a high conservation level across species. The human cortex has similar cellular 


' Chicken, meerkat, dwarf mongoose, terrestrial chipmunk and arboreal chipmunk. Richardson ‘s terrestrial chipmunk 
can communicate predator ‘s displacement trajectory. In Diana and Campbell monkeys they can communicate about 
leopards and crowned eagle. In totas: snakes, big cats and eagles. Striped mongoose can inform on threat ‘s extent, 
and yellow-bellied marmot do not use different calls to predators, but changes call ‘s velocity according to distance. 
Richardson ‘s chipmunk and suricata encode threat ‘s type and proximity in the same call. Black-tailed prairie dog 
have territorial dialects and cognitive mechanisms to encode descriptive information, even for unknown objects or 
predators related to size, shape, and type: coyotes 


*Human babies, cats (Hoeschele, 2015), and even black-capped chickadee (Weary & Weisman, 1991) and white- 
throated sparrow (Hurly et al., 1992). 


>Precursors of Broca's (F5 in primates) and Wernicke 's areas (POT, parieto-occipito-temporal in primates: see La- 


Tonal Perception Phylogeny, 
Vocal Behavior and Human Evolution 141 


types, wiring and genetic expression patterns related to other mammals (Calabrese & Wolley, 2015; 
Harris, 2015). Computations by these cerebral systems and circuits occurs also in birds' arcopallium: 
auditory, visual, and somatosensorial basic pathways are homologous in cellular, circuitry, and 
genetic levels, and they have an enormous evolutionary age. FoxP2 gene, e.g., is highly conserved 
in vertebrates*, making probable that their activity in human brains (singing and speech) goes by 
to very ancient functions’. Other known genes involved in both songbirds and humans are VLDLR 
(related FoxP2) and RGS2 (which rise after music hearing in humans)’. 


Vocal learners 

Darwin was the first to comparing birdsong to human language (besides music). The simplest 
example, like the zebra finch, consists of a restricted note repertory, combined in syllables and 
in themes, and further in a complete song. Other VLs include bifurcations, repetitions, and loops 
(e.g. Marler, 2000). The Chestnut-crowned babbler (highly social species) uses a rudimentary 
phonetic structure: at least 15 discrete pairs of specific-context calls. 3 of them share elements 
A and B in different arrangements — flight calls (AB) and prompting calls (BAB), differential 
meaning due to B presence/absence at the start, not to number of elements, similarly to humans 
deriving new meanings by contrasting elements differently. This is the first evidence in birds for this 
basic capacity, in a similar way to Campbell cercopitecine (below). Engesser et al. (2015) suggest 
that ability to recognize vocalizations as "sound-constructs" (composed of smaller meaningless 
elements) could have been the first step for phonological systems in human languages. 

Whereas the sensitive period to language fits to 12-13 years old, the corresponding song span 
in the zebra finch fits to 25-120 days after hatching: during the first 5 days birds memorize adult 
male songs; after this they produce short segments that are adult models' components, and later 
reach 'plastic song' with syllabic structures, but no fixed sequential order (Doupé & Kuhl, 1999). In 
a different way, some birds are open ended learners, acquiring new songs during mating periods 
— flycatchers and starlings — and even anytime — canaries and parrots (Brainard & Doupé, 2002; 
Eriksen et al. 2011). An extreme case is the lyre bird, who mimics any natural or artificial sound, 
confusing other avian species. 

All songbirds perceive and produce song with the left hemisphere as humans do, showing 


farga, 2016) are present in Great Apes, and also for Wernicke 's area in Strepsirhine (lemures) and Old World monkeys 
(TPT, temporo-parietal) (Rilling, 2014). 


4 ishes, reptiles, birds, mice, rats, bats, herons, and monkeys (Fisher, 2016). Striking similitudes had been found in 
evolutionary distant species, besides a common pattern of concordant expression in cortical, thalamic, basal ganglia, 
and cerebellar neural subpopulations. Expression levels of FoxP2 zebra finch ‘s Area X correlate with changes in vo- 
cal plasticity (Thompson et al., 2013): during song acquisition period, falling in this site but no in surrounding areas, 
produce an incomplete and imprecise imitation of tutor ‘s song. Haesler et al. (2007). In mice models, reduced FoxP2 
levels cause motor-skill learning deficits and rate of ultrasonic pup calls reduction (Fisher, 2016). 


> (Giintiirkiin & Bugnyar, 2016). Common ancestor to humans and mice lived more than 75 My ago, but human's 
FoxP2 protein-sequence differs from mice’‘s only by three mutations (Enard et al., 2002): from these, two happened 
after Pan ‘s split (7 My) during last I My, being common to sapiens, Neandertals and Denisovans (Diller & Cann, 
2009; Lafarga, 2016), and then also to their common ancestor. 


°Clayton (2000); Kanduri et al. (2015). Some candidates to genetic bases for musical behavior are also implied in 
songbirds' learning — FOXP1, GPR98, RGS9, GRIN2B, VDLDR — and other genes influencing internal ear de- 
velopment are equally under positive selection: DICER1, FGF20, CUX1, SPARC, KIF3A, TGFB3, LGRS5S, GPR98, 
PAX8, COL11A1, USH2A, y PROX] (Parker et al., 2013; Liu et al., 2016). 
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direct pathways to vocal organs which are absent in non VL birds (doves and quails) and other extant 
primates (macaques) (Pfenning et al., 2014), but probably present among extinct human species. 
A complex system of anterior forebrain pathway is functionally, anatomically, and molecularly 
similar to the human cerebral architecture for speech — patterns' coded in hundreds of genes in the 
cellular subpopulations are very similar (affecting also fine motor control: Samuels, 2015). 

North American Wren's family (7roglodytidae) includes some of finest songbirds: many have 
the usual naming related plumage or geographical habitat, and a few of them received names in 
appreciation of their vocal qualities: "nightingale" (2), "flutist", "whistling", "song", and "musician" 
wrens. Marsh wren males learn an average of 110-150 songs and make use of vocal dialects, and 
songs and sequences 1n which individuals using them vary from one marsh to another Verner (1975). 
Sedge wren's repertoires can rise to up to 300 songs. Mockingbirds mimic insects and amphibians, 
thrushes and blackbirds (167 species), hummingbirds, and other families and individuals. They 
conform to a wide and differentiated "musical" picture including many non-tonal parameters not 
mentioned here (for example, black palm cockatoo drums with branches on hollow trunks). 

We can see various musical abilities in these songbirds: the wood thrush uses diatonic sequences; 
the hermit thrush uses pentatonic scale; The Mexican canyon wren uses nearly a chromatic falling 
cascade; the rubly-crowned kinglet plays motifs to octaves; the Californian marsh wren may sing 
120 motifs in a fixed sequence; the Socorro mockingbird sings a long series of short themes, and its 
neighbours echo the singer with identical melodies (Gray et al., 2001); the bell bird emits an initial 
descending octave through natural fifths in between; the white-throated sparrow emits a rhythmic 
song using diatonic A4-G3 notes (our observations); the uirapuru (so called "musician" wren) uses 
almost purely Pythagorean scale and intervals including 2™ and 7" with statistical preference to 
octave, fifth and fourth (Doolittle & Broom, 2012). 

Many animals emit vocalizations to identify them as a species, colony, group, or individual’. 
The Australian raven has a variety of contact calls: a territorial call, a call for intruders, for sleeping, 
a call of return to the nest to its mate, a call/answer sequence when it is temporarily out of sight 
during foraging, and a call of flying over another territory (Rowley, 1973); when a raven dies 
hundreds of conspecifics congregate and try to revive it, shouting in non-synchronous choirs for 
a long time, and then suddenly disappearing. Besides the wren's songs and duets, it is known that 
both, the males' singing rate and his frequency of switch to a new song type may convey data on his 
mood (these rules are not necessarily present in all of the species). 

Regional dialects have been detected also in dassies' songs (Stoeger & Manger 2014; 
Kershenbaum et a/. 2016), and many auditory micro-abilities that are nowadays related to language 
are found also in other species from millions of years ago. 

like prosodic discriminations in mice and chinchillas (75 My split), ACP in chinchillas and 


’The varied methodological approaches to separate and to notice these productions have been recently reviewed, 
including birds, marine mammals, and terrestrial mammals (Kershenbaum et a/., 2016). Among avians: for species 
— blackcap 's song, white-browed warbler 's song, rufous-sided towhee 's song and shearwaters' calls —, for groups 
— skylark 's song —, and for individuals — Carolina chickadee 's note composition, black-capped chickadee 's note 
composition, king penguin 's call, emperor penguin 's call, white-browed warbler 's song, shearwaters' call (sex and 
mate), and kittiwake 's call. Among marine mammals: for groups — killer whale 's call —, and for individuals 
— bottlenose dolphin 's whistles, and Australian sea lion 's call. Among terrestrial mammals: for groups — chim- 
panzee 's phrases —, and for individuals — banded mongoose's call, and spotted hyena 's call (one specific by herd 
's chief). Species able to self-recognise in a mirror comprise of Great Apes, elephants, rhesus macaque, capuchin 
monkeys, corvids, and perhaps doves. Dolphins are the only mammal who has no vocal chords. 
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titis (50 My split), speech rhythmic patterns in mice and titis, use of consonants 1n titis, or use of 
formants in macaques and totas*. Totas use 32 vocal signals, and females can discriminate between 
their own and others children by categorizing specific-individuals calls, according to respective 
mothers (Vauclair, 1990). Males of geladas emit 25 calls, long sequences that are based on 6 basic 
types (Gustinson et al., 2016). Campbell cercopiteco males add a suffix to a call "krak" to indicate 
the danger from leopards "krak-oo" (Zuberbuhler 2001; Coye et al., 2015), as chestnut-crowned 
babblers also can do. 

Meerkats, a highly social species (groups consist of 50 individuals), make chamber rooms 
with more than 20 gateways (around 1.000 chambers in 3 Km?’ territories), and use more than 30 
vocal calls. When facing snake predators, a group surrounds a snake, swaying both bodies and 
heads, splitting and showing teeth: they compel the snake to gradually withdraw into a hole and 
finally bury the snake in the hole. Meerkats also use a kind of "warrior dance" facing intruding 
other meerkats, which includes a posture with their tails up, and drumming on the floor with their 
hind legs. 

During the five years of his infancy, Koshik was the only elephant living at Everland Zoo 
(South Korea). To avoid solitude and to communicate with his human careers, this elephant learned 
by inserting his trunk in his mouth and modifying his own vocal tract shape, producing five words 
(understanding the meaning) that any Korean speakers can understand easily (Stoeger & Manger, 
2014). 


Synchrony and animal choruses 

This section might be particularly interesting for those who are interested in human group 
singing abilities. Elephants in "orchestras" after some training learn to fit to the musical rhythm, 
and one individual elephant is able to provide a stable pulse for other elephants to follow (Patel et 
al., 2009). The ability to maintain stable rhythm is present in many domestic parrots and cockatoos. 
This behaviour includes regular percussion with the beak on various objects, creating various 
sounds (personal observation). A limited number of VLs (excluding horse: Bregman et al., 2012) 
have the additional ability to synchronize beats (sea lion and seal), or to dance (Wilson & Cook, 
2016), the ability to dance (moving body) especially in regards of psittacids: at least 14 species 
are able to follow the auditory input by swinging (both vertical or horizontal movements), even 
combining their feet movements in alternating ways. A chimpanzee following a given musical 
rhythm spontaneously after some training has been also recorded (Hattori et al., 2013). 

Motor neurons from spinal medulla, which projects to rombencephalus and premotor cortical 
areas, join in many animal Orders (fishes, amphibians, songbirds, and mammals) controlling 
species-specific vocalizations, despite the fact that the involved muscular mechanisms are very 
diverse’. There are synchronic animal choirs but arbitrated only by environmental and collective 
sexual factors — like group singing of male frogs and anurans, non-vocal insects make group 


’Barcelé-Coblijn (2011): mammals and avians perceiving at least F, and F, overtones suggest that common reptile 
ancestor did. 


”Even in fishes without jaws (lampreys: Albersheim-Carter et a/., 2015). Rombencephalus includes reticular forma- 
tion, one of the phylogenetically oldest structures with more than 100 automatic neural networks (oscillators timing 
heart pulse, breathing, locomotion or swimming, or circadian rhythms) affecting even perceptive and memory (learn- 
ing) processes. Then, a preserved oscillator for vocalizations in all vertebrates has been proposed despite the identity 
of many of them is still unknown (Baas, 2014). Decorticated mice develop normal song (Hammerschmidt et al., 2015). 
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sounds, and even luminescent synchrony in fireflies have been recorded (Ravignani et al., 2014). 
Other examples are gang-hunting "choruses" of lions, hyenas, coyotes, and wolves'® and whale's 
group songs during their mating period. Although only humans (ancestral humans included) are 
able to synchronize their voices together with their movements, many distant species are able to 
interchange vocalizations using simple antiphonal forms like "call and answer""'. Duets in both 
songbirds and primates with stable mating links are known (for example, among gibbons)'’. And the 
next step in complexity of group singing among primates are those that show flexible coordination 
without kinship relations (Takahashi et al., 2013). 

Among wrens, Apolinar's subspecies hernandezi has a bigger repertoire of song types — both 
imitating neighbours' songs and playing duets. They are living in small groups in which several 
individuals of both sexes sing communally (Kroodsma, 1979); rufous-and-white, black-bellied, 
and buff-breasted wrens sing simultaneous male/female duets, the latter being tightly coordinated 
so that respective roles between both singers are indistinguishable (Skutch, 2001); bay wrens sing 
in a precise duet even at their first meeting (Levin, 1988); and the most complex duets are those 
of canebrake wren — a male's introductory phrase with 4-6 elements is followed by a coordinated 
alternation of male/female singing, and a plain wren has similar song patterns, with antiphonal 
4-part synchronized chorusing (Mann et al., 2006b, 2009). 


Eden‘s song 

The human cochlea is fully operative three months before birth. This is crucial in order to 
identify early development of human vocal production abilities: in a phylogenetic sense more 
ancient features appear earlier in infancy. Existing musical universals (e.g., affective intonation) 
must have been present in human lineage (initially with survival value) very early. Larynx and 
arytenoids are visible at 4-weeks phoetus life (later appearing epiglotis), while cricoides remains 
split at week 6. Tiroides cartilage and all laryngeal structures are visible at 8-weeks. This is the first 
complete (anatomical and functional) organ in humans, and subsequent changes are not related to 
vocal efficiency but body development. Vocal chords are our fastest muscles and they work during 
an entire life. 

We are sensitive to pitch changes in the context of intervals of octave, fifth and fourth (Trehub, 
1997), and to the tonality and intensity of vocal variations at three months, we prefer "motherese" 
long before we learn to speak at (2-3 years); we prefer in utero our mothers' recorded voice and 
prefer our father's voice to any other male voice at birth. Affective prosody also influences domestic 
animals, suggesting that "musical" features affect non-human species as well and that a common 
historical past formed a kind of cooperation where a vocal call and its perception could evolve in 
historically connected species (Snowdon & Teye, 2010). We begin to learn speech through prosodic 
and syllabic rhythm, thus segmenting words, phrases and cadences in an appropriate way from a 


lOHowever, none of them fits synchronic patterns (Hagen & Hammerstein, 2010) their vocalizations also point to ter- 
ritoriality signalling by the so-called Beau Geste effect (Harrington, 1989), to appear more numerable by voice 's quick 
rise and fall and use of dissonant intervals (2™ and 7") (Jordania, personal communication). Whale 's songs frequently 
include natural intervals (Gray et a/. 2001). 


"Naked mole-rat, squirrel monkeys, Japanese macaque females, large-billed crow, bottle-nosed dolphin, and some 


anurans (Takahashi et al., 2013). 
2 Humans, gibbons, and titis. Cotton-top tamarins have a babbling period in infancy (Saffran et al., 2008). 
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continuous sound stream as if hearing unknown idioms. 

Jordania (2006) has accurately pointed to the most prominent linguistic universal — question 
intonation — as a critical component in the origins of human language and intelligence, at time 
surprisingly disregarded. Asking information and/or collaboration behaviour (gesture) is an initial 
form to "vocal" behaviour (rising intonation), and this latter is the forerunner of "verbal" behaviour 
(asking a question using speech). However, this ability is absent from Great Apes' repertoire of 
linguistic learned abilities, and also from children deprived of language exposition: none of them 
ask questions. This proto-cognitive behavior with pronounced "musical" contour leads to learning 
from others, perhaps related to parent-infant vocalizations from hundred of thousands of years 
ago: mother/infants use of affective/musical vocalization is credited to ergaster (in Europe: H. 
georgicus) from 2 My ago”. 

Symbolic and linguistic capacities shown by trained Great Apes are especially relevant to our 
common ancestor, implying that these were present in species who lead to our own lineage at least 
from the human-orangutans split (13 My), so any of the hominids would have made an expressive 
use of these abilities (Lafarga, 2016). Gorillas (8 My split) have vocalizations to multiple functions". 
Furthermore, two vocal behaviors in Great Apes resemble interrogative intonation — gorilla "waka- 
bark", and chimpanzee "pant-hoot" — Jordania (2015:480) called them "protoquestions". 

Since many animals have not been sufficiently observed, and many (e.g. horse) respond more 
efficiently than other VLs and/or ALs to complex vocal instructions, it is possible to question both 
proposed distinctions: "vocal/non-vocal" and "limited/open-ended" learners. The presence of these 
abilities in distant mammal species — cetacean, pinnipedes, elephants, some bats and primates — 
as in many others that it was not expected — suboscine (singing family of mostly south American 
birds), primates, mice, and goats — points to a continuum rather than dichotomies. If a species 
shows consistently one or the other ability means that it contains required programs, computations 
and mechanisms to allow it be expressed (see raven 's chorus). 

It is possible that singing behaviors raised independently three times in avians between 68 and 55 
My ago (Notthebohm, 1975), or perhaps only twice: for hummingbirds and for the common ancestor 
to songbirds and parrots (Pfenning et al., 2014). Parrots evolved in a more complex way 29 My ago 
(Chakraborty et al., 2015) both left and nght syrinx muscles being connected to both hemispheres 
(Heaton et al., 1995). "Musical" components probably were not present at the end of the Mesozoic (65 
My) since we have no previous fossil of songbirds, doves nor Tinamous, and among the other extant 
avian with fossils prior this date, it is not frequent to find "musical" songs (Senter, 2008)". 

Miyagawa (2016) postulated that language is an integration of denotative lexical (discrete 
unities with specific referents, as primates alarm calls) and expressive phonological (as birdsong non- 
referential tones, and primal human singing) systems, that could evolve independently during tens 
of millions of years. As a general trait, the number of syllables (velocity or compression), change of 


Vocal pitch control could be available before H. erectus near 2 My ago (Lafarga, 2016). 


4K Oko (Patterson, 1980a), recognizes more than 600 signs, thousands of English words, and produces atypical vo- 
calizations when it engages in voluntary activities, including control over larynx and supralaringeal vocal tract coor- 
dinated with gestures during routine actions. 


1th spite of singing in current in half of the avian order species, against only 5 among Primates — titis, indris, tarsi- 
ers, gibbons and humans (our ancestral species included) (Miyagawa et al., 2016) — other possibility is that of com- 
mon origins for similar functional regions in songbirds and humans (common ancestor to avians and mammals being 
around 300 My: Benton, 1990). 
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fundamental frequency and tone in alarm and antagonism contexts (e.g. sexual) among species from all 
animal Orders, and use of intense sounds in warning and/or threat situations, of soft sounds in contact 
events, and of high sounds as alarm signals, are also common traits (Zimmermann et al., 2013). 

To consider human language as a recent and suddenly emerged ability, and music and singing 
as by-products of the process of speech development, are inconsistent with the facts. Homologous 
cerebral structures have their antecedents in very early species, and genetic and anatomical substrates 
sustaining music and language are of a huge antiquity, although as integrated complex behaviors 
(sapiens' singing and speech) they appeared only in the latest Homo lineage. Singing is considerably 
older, raised at least 6 times — 3 times for avian, and 3 times for mammals (Nottebohm, 1975; Fitch, 
2006). Periodic vibration imprint and harmonic structure in the air, then universal intervals, tonal 
hierarchy, tones and semitones, had been shaping auditory cortices of creatures from former songbirds' 
songs to modern human species 2-3 My ago. Meaningful tonal perception, AP processing, and speech 
decodification, are three processes running on the same (or overlapped, or adjacent) cortical structures 
— Wernicke 's area (see Lafarga, 2016), and proximity of both upper boundaries, to acquire language 
(not only gestures or speech) and preserved AP, suggests that they could have been cognitive-linked 
with critical survival value in the past (Lafarga & Sanz, 2016). It is not musical ability which has 
an upper limit in adolescence (we are all "musicals") but the ability to identify pitch in an absolute 
(exact) way, perhaps crucial in ancestral vocal codes, which could have begun to lose survival value 
with the transition from primordial tonal languages to those using articulated components for the first 
time (Jordania 2006). 
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LIGSE DILGOQIGN, Z9H5IHS S160 
(S8L6G005) 


IWLOMNISDN IMOGON'bANSEN LNILIMNL So6Lb393IdI0SNL JDILObIS. 
3JBIMN So WN 8IMN LNILIMS 


A3960 L&oGas JodsoMmynmos, gMaa JbM0g, smdyM boe~mbyM badegmody, MHmdgemn(3 
SgbLGMoab Lagemgddos qRMmmr dgGo0O go3M39~gdye0 Cs, J9MM] dbMag, 396m bode- 
9909, MMdg@A(3, Dg Sbamse@, 99-19 b. Jommodym bLodegmeb bomdmo~wagbb. 

396q4M0 LadmgMs MasmyAMoe@ Jomoob boembyMo Aybogoab bobo~@mons, HmdAgmbs3, Ieqbo- 
ZomyMa ngoembooMabom, waw@o dbadzbgmmods ofgb. 3964q4mMa badegme 49-19 b. 8039 
Lod ombergyemdo Gomdmoddbs wo dabo 93mem(308, aodIMbsGgZ0b Logoe@obb30 Iqba3gomyMo 
RBMMdab asgmgbam, %9M9(3 0H OobMymadyjemo. xXIM 30093 Jodnb, Mme gbo(3 39640 bLod- 
MgMs BoMdmadbs, Lmgmoab byaogmgbo dobby bogdomea demagMo oym. gb g69d9, dahomeog 
AIbozomyAM 80909 8Mgdb. 39644Ma Lad~rgmab Lb6go bysMmgdns Im8ymoMy~mo jmdgc@ayMHo 
HDISGHMHomyHo wWswadgaob bodmgmydan, 9.6. ,LoddsMgy7e@mb bodegMHgd0% (GmamMHy mob- 
5490439 308qMo Lodeg|MAd0b BobssoMo), dafob domo@ do @o dImbg809eM9 I4gbogmbygdob 
(sHQ0b9 JgILMYM|dE960 CES AZHEb]960) Loder|gMgd0. wCobsbHymb, qybes smobodbmb 
ggbob 3mobo34Ma Lymmoabse Eos RMsbi3 dydgMBob dbaogbo bobodmgMHm 3md3mba®mMydo0b 
Bogemgdo. 

80M38g9mMs@ dDgZgMQd0~MN s3BbAMaym-omdyma MM Eos bodbdosbo BMmy3mmMmMy~@o 
Inbogab jgHgdqem0, omeEmoab bodydgd0m, godm30~@01820 Bomb (Gartner, 1959: 93). mod- 
mgbodg smgyemoa Beob dgdeaga, ogbhGMogemo dybagmmman a3g0@m s@mg|Ma aym 380M39e™0 
dq(36agMo, 3063 aodma33~@moo gb bagmm (Adler, 1886). 090 LoydMmde@s omeamda BMobgdo0b 
aobdgmMadobs Eo 0d Go(30qMmd009. sghHMoyema omemo 8ao3gb dbmamomdo ao3M39e~- 
goyem L630 ame@mgdb: 8oM3gmymgmoabese, ame@moa — ghoo J9%(330~mg9d09 Lod@egmob gammds. 
SMBMH-SgbHMoy_ma oMEMN 9H SnA9d0 Csd5~M (A3qM@ObLdAgM) MaQ0LAMbs ~s Is~o~ 
(msgob) MH a0b4Mb dmmob dagmgdab hom Imbs(33~mgmdo0bq, MmammH3 gb, VIGagbbomoe, 
bshgg6gd09 HyMabSyo b3969d9. GHMowaoymo Imd~gMmm|d0 omemb 4R3MM bye 
degmosb Cos jy30HM doMams@n sgMMeoab aoMH3B3zgq4qj~mo0 EMMmab gobdoge~mdsdo dJohgM\d9 
(9Md5Gp). IMs3g0embdooba Lodmegmob od emMdodo bdgdob goJobo ImbIg76s 4yARMM~M Dbod- 
B69emMZ96n, 30EM] LOMogmoe@ Imbo(33e~g dagMgdob GyJoagqMo dgbMHymgdo. 

RQMMByemmMyemoa LadmrgMgdab soMgy@ bobmMGm hobsbyMyddo gadboMad yma oym db- 
MMMEO Ims39Mo0 bIs, dsgsmnmse@, bod 39/dm& job (Zischka/Schottky, 1819) 3me~94(309do0. gb 
0% bodbs3gb adob, Mmd bombo JMogo~mbdosbmdob 0M degmMme@s; oMsd9@ odob doh396969- 
mas, Mmd 9d doMBoagz0 LodegmMgdab dhogoembdnsba 3Mo4Go30 joMao@ aym (3bmda~mn wes 
d09379M369dMe@Od 930M 49d 330EM |Mdob. (36mMdn~M0 HaMMEM|emo FMMBZb4ym0 Imdmg|_Mengdn, 
abgmgdo, MmMammMal3 oy MsobgM Bgda~Ma, degmMme@by7b6 semdyM bod~rgmgdb 1820-o569d0b 
wobobyoba~@ob mab bdodo. od EMMab L5bMBe Aybageo Joma ImMofJGagob Eodo~@osbGymg9o9- 
mao, o3LGMogmds g9dMd(39dgmMIo Ed BMIBMbAGMMIS 096073 ArmdgamgbLIo asdmb30 Moob- 
gob bodegmgd60 mmbembdo 1827 @s 1829 bem gdb dmemab (Moscheles, 1829). 

MoabgMgdob myoba daggymgZbgd0 GoMmegmo g_Mmgbyema dmd~egmegdobs ws bb3e 
smdgyMoa sbboddmgydob BymBjMmyem Igd330@M gMdob. dom AmonsMab Iago 93gMM3o ws 
AMeamMmM|m® sdgM030 1820 Bemo@sb ws q@eo~@gkba boMdsGjdom bomagdmmmde@by6 39b0do. 
IMIM|AMaEMN Ld AMEM|MO GMO Jomo (1928-2009) Aga _ LE ams shHymg|de@o bodo- 
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JMgdb 90 396qH-semdyMho Mgsg_7MGByoMoa@sb oo HMo@a309 JgboMAxyogdyemns sbomasbM@o 
Imdmgmemgoob daogm. 

ydoMBoggbo semyMo Agmmens dma303b 8 Gob, obyqdo ®mbo3om 06 EmdabsbGBom 
Cd AMd3MHeo Ids &mbo359b9. Ig~meonob 699M d0 (BMMHob%MbGserdo), VI78gLb60mE, 5393- 
daMgQdyemos FMHDSbjMMSb 3Mb3zM_ Aye dagmMomMogam. oemodyMHoa LodmgMs, daMams@se, 
odmgM 960 a capella, bmaggmM DgdImyZgo0baense 96 93Md30bgdg6 HL ogqmgdb an®ome o6 9.6. 
CNIGBMbyMo o3mMegmbo (styrian diatonic accordion), bLow@s(3 Imbs33gem qmdb Gmbago wo 
comdnbsb So (b43G03m™%e@0), AdZNsMsEO@ LydemdnbsbGo3. MMbdosb Lod~mgmy|ddo y3Z9q9emo0bq 
bdamos 8omMs~Mg|mMAMa ImdMhomds GH M309d0MS Co LadbGgdom. My dom AJgIMy_IMM@]d9 
dob, 20, daMoms@se@, I~gmab dmbs33~@mgmdam GHmbagobs ws ~emdabsb Sob. 

MMbdosbo Ladegms Lbgo@obb3obsaMs@es dabodmydgemo: 

1. doMamse bdsb 4gggn~@ob 9998 00 JgmMy bdo ("Sekundieren" = msbbengds [ImogoGo 
bdo}) 

2. dohiamse@ bdob 9d9G 960 IgmMy bdo O9g30~@06 ("Uberschlagen" = as@ob3me [domo- 
msn bds]) 

3. gobmbdo 06 bdgd0b aswmsj3qgmam bodmgms. gb mmo dobymse h3ggb ~d98 gboe 
aMEM|M|dm06 (Fritz,1987) smdmgo.fiabgm. bdome aowoxgoMge@abjdo0 bodbogb odob, Mmd 
dgmM9 bdo drmoeg0M/380M39~@ bdsebmsb dadsMm|dom 4 3q4L3emam GHoMeogds (doa. 1,2,3,4,5.6). 


396M Ladmgms 

39640 Ladmgms admgmgds gMmo 0b, dodbadyd, mma bdob dogm. asdmbs3emabgdno 
89M GHOHYMd0 dodoz3mMo avyoeabmg3ab, doamMod gb do~osb bammgbyMo oMosbyaMmgdob 
BsaMbsbgmdos. 39644Ma LodI~mgMs wos 3964yMo OmeE@M|Mo, 9.6. ,c~c@mymon" (,,Dudler"), ym- 
gg9moagob abb&M7d968 d0b mobbemgadam LmymMegds. seEM|yEO d9-19 bongjbob wobob- 
yobo@sb EMgde@g Msdegbady obLAMydg7bGos, Mmdm|d0(3 90 BVb4(300mM dgndemg|do adbob 
asdmygbgdyema, ghgboe: RmMMS g8006~m, gemogadnsba sgmMegmbo, HasyMHo 3q9byma Jmm~- 
JoGoyma sgmMe mba Ed ZgbqMa sMao-anGoMs gMms@, bos 9.6. ,dMsdgqm3Z30MG]h0" 
("Schrammelquartett"), Mmd9c~0(3 dgw~agds 2 Zamemabmbasb, J@mdIoGaymo sgmMegmbobo 
Md SMgRd-anGoMabasb. 3g6Mo Lodegms bobi3gbm bLad~mgMes 06 wg3modoi3ayQMa Lod~agMos 
(Go39Mbodag 30), 030 06 Baogh smdyM Lodegmob, Go(3 ,gMmose@ bodmagmob* bsaMbsbgmdob 
anjcmabbdmab. 

ds5dob, Mme gbs3 smd yMo Lodegm@ob ~mydbo oMob 9.6. ,Fourliner, (mmbb&Mo4mbosbo), 
396M Lodmgmsdo bdoMse HoJbGob 24 LOModmbns. 9b939, Logomdso 396qMo badegmob 
Igmmeoob Bomdmboyen LeMyIGqyModa: oan denw@sMns JHmdsGoymo dmdMosmdgd0m Eo 
80M39E@0, Agb4yMmI Cs Agmaby bLoagbyMadob asMes, oygbgdb dgmM] wo dAgqgbg boggb- 
yMgjoob 8oMdmbosb. aoMe@s osdobo, bmaxghM aodmaygbgds dabmMy~mn dagmommMongan wo 
89MIMbagQd0. LodgdbLMymgdemm BMHoJGagodo Gyddob bdamo (33cm, 06939, Mgoedobs(39d00; 
ababo dodsy39d096 ,oddob" JomMash wo aob3ym3bamne odabmgoab, Mmd dbdgbgemo wodody- 
C™MMdodon Sdymamb. yyMoebomg|dns HIoGMomyMHoa 29Mdo8%o dobsd, bobod IMIM Mee db- 
YAZ0M JO DaN_IMM Jd9 arbeob, MMAgemdA(3 JLIFGEM ATS gLMdoo Homma. GBodiqMo 
gg96q4MHa Ladmgms wobyMomns 2/4 96 3/4 Bmdom wo LMM Ido aAobydI9mMM]d9~m Tubato-95. 

3964 bodegmseda dgmMgQ bdab oMsbynMgds, bmaygh, 9H aobbbg03~e@9d0 omdyMo 
Lod@gmoabasb. dgmmy bde dgadmgdo ndmgmMgomeagb Imo3gomM0 bdob 930m. Igemenab Jfm- 
dJoSoyema LeMyAI®qymob aodm, gh 8Mo4Gago yr3zgmmg3ab of Aydomdb, sda&md bdoMoe 
dgmMg bdob bgaMb 3md38mbna®mMMo — semdyMo badegmob Ihogoe~mbdosbo Lodegmabasb aob- 
L6303940m, bows(3 L630 bdoms sMobyom d9d0 dafroms@d bdob oMagcmng HMow@a3oyemo 
bgMbgd0M MyAymOME dS, GmMamMM3 B980G0 A9d330EMQMd0b Bsbo~@o (dog. 7,8). 
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ogbLGMoyema IMogombdosba Lodmgmab bb6go aodmgm@mgboo 9.6. ,gmbGobymb 8mo480- 
go" (,,continuo-practise") 396obmosdo (Karnten, AMeEaMM|M ogbHMos), B9IM sghMoosbs wo 
GoMmendo (Wobogmgm ogbGMos). &96I060 ,,Kontinuopraxis" Rodmsyomnds o3gb&Mogmdo 
BMI8BMBA®MMIAS OmMIsb 3mdo8do (1845-1914), AMAgmbos3 byaMe@s yymo~@mgdob do4(3930 
SoAM 3b Aybogab dob 3mbGobymb 8M54803009, Moda(3 020 bg@o3Z@ o3bHMay~@ ,,3mb- 
Sobyob" (,,Continuo") Ladegmobosb dgbomsmgdge LAM 7d HyMqdb. oghGMayE ,,3m6G0b- 
aq~b" bode gModo bymsd@9 bdoe: ,&96mMMo* (InogoGo0 bds) dyo bdsdos, dob Bog0mso a06- 
moa gdomo ,,Hohe Quint" (=domsmo 330680) wos ,,Uberschlagstimme" (= ase@s8Moomgydyeno 
bds) @o Imoegemo0 bdob 43gq30m oMob ,,Tiefe Quint" (=mMmdo 330689) @s dbo. DdmogeMo bdob 
aMa3zmob oMbydqyema mobo bdo smob ,jgmbGabym" bd9d0, Mo(3 odob bodbo3b, md obonbo, 
RQ 7643040 BoMdmboab gma MoydQd0b dabgw@3Z;0mM, Jg0gbgd96 Bomdmbogdb (Fritz, 1987: 
31). dsamed gb L630 mgdoo, L6g0 weMmab boboydMm, A396 agnbeme@s dJdbmmme a3g6b9b- 
gonbs ago, 3nbsa@eb gb 8Mo Gozo Eo dobmsb CosgogdaMgdyema Babgd0, 96939, bg8omMo 
d9d330@M gMdob bobom~@os. 
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SUSANNE SCHEDTLER & HERBERT ZOTTI 
(AUSTRIA) 


ABOUT DIFFERENCES OF MULTIPART SINGING IN AUSTRIA. 
VIENNESE AND ALPINE SONG. 


The focal point in our article goes on the one hand to the alpine folksong, which is much 
diffused in the countrified regions of Austria and on the other hand to the viennese song, which is 
primarily a city song of the 19./th century. 

The viennese song is in fact part of the folk music of a city, who is in musical sense of big 
importance. Viennese song emerged in the first three decades of the 19.th century and his evolution 
is not yet completed — under the influence of different musical forms of expression. 

Dating back to the time when viennese song arises was the rural impact on it pretty strong. 
That means both for topical and musical parameters. Other sources of viennese song were theatre 
songs of the popular comedian stages, the so-called ,,kitchen songs" as the ancestors of current hit 
songs, street ballads and the songs of the ambulant musicians as harpists and hurdy-gurdy players. 
Finally the impact of Viennese Classicism and song-composers as Franz Schubert was obvious. 

The first austrian-alpine folkmusic collected with two and three voices were yodeller in the 
1820is (Gartner, 1959:93). A few decades later, the Austrian musicologist Guido Adler was the 
first scientist, who researched on this field (Adler, 1886:326f.). He was talking of repetition and 
imitation of phrasings within the yodeller. Alpine yodelling 1s in common sense like other yodellers 
round of the world: First of all yodelling is a form of singing on syllables. Alpine-austrian yodelling 
is not composed so much of rapid changes of pitch between the low-pitch register (or chest voice) 
and the high-pitch head register as it is mostly passed down and often shown on touristic stages. 
Traditional singers sing the yodellers more slowly and love to hold on the principal chord for a 
while (fermata). In this form of multipart singing is the sensitive hearing between the voices much 
more important than the technical performance of rapid pitch changing. 

In other early notations of folk songs were written down only the main voice, for example at 
the collection of Zischka / Schottky 1819 (Zischka&Schottky, 1819). That did not mean, that people 
didn't sing in multipart way, it means only, that the multipart singing practice of these simple songs 
were well-known and belonged to the oral heritage. The famous Tyrolean national singers like the 
Rainer Family chanted alpine folksongs from beginning of the 1820ies in four-part manner. Sheet 
music of this time give us testimonial of their practise, the austrian publisher and composer Ignaz 
Moscheles edited the Rainer songs in London between 1827 and 1829 (Moscheles, 1829). 

The Rainer Family belongs to the cultural legacy of the Tyrolean national singers and other 
alpine ensembles which travelled throughout the whole of Europe and North America from 1820 
onwards, and which enjoyed sweeping success in Vienna. The singer and yodeller Trude Mally 
(1928-2009) and some other vocalists mainly performed songs from this Viennese-alpine 
repertoire, and the tradition is kept up by younger singers.The most simple alpine melody is built 
up within eight bars, starts at the keynote or fifth and ends on the keynote. The melody notes (in 
the horizontal way) are generally related to the particular scale. The alpine song is normally sung 
a capella, sometimes introduced or accompanied by guitar or so-called styrian diatonic accordion, 
which is varying mostly between the tonic and the dominant (seventh) chord, rarely the subdominant 
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too. The most usual parallel movement in a two voices-song happens in thirds or sixth. If join a 
bass, he 1s singing (generally) alternately the keynote and the dominant. 
The two part singing manner has several alternatives: 
1. Add to the main voice a second voice below ("Sekundieren") = to attend [the main voice] 
2. Add to the main voice a second voice above ("Uberschlagen" = to go over [the main voice]) 
3. Singing a canon or crossing voices. These two manners we find mainly at yodellers (Fritz, 
1987:30). Crossing voices means, a second voice in reverse movement to the main/ first voice 
(Ex.1,2,3,4,5,6). 


The Viennese song 

The viennese song is sung by one or maximal two voices. There are exceptions at scores 
for male choire, but this is kind of a very artificial arrangement. Viennese songs and viennese 
yodeller, the so-called ,,Dudler", will be performed always with instruments. Beginning from the 
early 19.th century up to now there are several instruments who can perform this task: piano, key 
accordion, the typical viennese chromatic accordion and viennese harp guitar together or the so- 
called "Schrammelquartett", who consist of 2 violins, chromatic accordion and harp guitar. The 
viennese song is a stage song or recitation song (even in the tavern), not like the alpine song, who 
means a kind of ,,singing together". 

While the alpine song verse is a so-called ,,Fourliner" (=four lines of text), viennese song 
has often 24 lines of text. Another difference is the melody harmonic structure of viennese song: 
it's rich of chromatic movements and uses besides the first, fifth and fourth step also the second 
and the sixth. Furthermore are used sometimes minor scales and harmonies. In the performance 
practise the frequent changes of tempo also become apparent; they follow the curve of the "story" 
and are intended to keep the audience in suspense. Noteworthy is the theatrical fermata before the 
singer fervently bursts into the chorus, which most of the audience generally joins in with. A typical 
Viennese song is written in 2/4 or 3/4 time and is performed with inimitable rubato. 

The arrangement of the second voice in viennese song sometimes does not differ so much 
from alpine song. The second voice can be sung above the main voice. Due to the chromatic 
structure of the melody this practise will not always work, so often the second voice is composed 
from the composer — on the contrary to the multipart singing in alpine song, where the arrangement 
of the other voices around the main voice is regulated on traditional way as part of the oral heritage 
(Ex.7,8). 

Another austrian multipart manifestation is the so-called ,,continuo-practise" in Carinthia 
(Karnten, South-Austria), Upper Austria and Tyrol (Western-Austria). The term ,,Kontinuopraxis" 
formed the carinthian composer Thomas Koschat (1845-1914), who wanted to call attention to 
the Continuo practise in the baroque music, where he saw comparable structures to the austrian 
Continuo" singing. In austrian ,,Continuo" singing exist up to five voices: The ,,tenor" (main 
voice) is in the middle part, above there are ,,Hohe Quint" (=high fifth) and ,,Uberschlagstimme" 
(=go over) and below the main voice are the ,,Tiefe Quint" (=deep fifth) and the bass. The four 
voices around the main voice are the ,,Continuo" voices, that means, they will full up the harmonies 
according to criterions of functional harmony Fritz, 1987:31). But this is another subject to talk 
about another time, we only wanted to mention it, because this practise and the rules belong to it 
are also part of oral heritage. 
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doasmmoann 1. Bettelweibel. RHseoi30yem0. IgmM bdo 43g30Mds. 
Example 1. Bettelweibel. Traditional. Austria (Zischka& Schottky, 1819) 
Second voice is below. 


dsascmoamn 2. Und die Holzknecht in Wald (,,jyobdsHgem0 Gygd0*) B®MHseoyoyeo. 
dgmmy bdo 43gg930mo~. 

Example 2. Und die Holzknecht in Wald. Working song, Traditional. Salzburg, 19. Century. 
Second voice is above. 


dsaomamn 3 Der Ho-e-di, QHowo3o0qjmo. MAgwod Homey c~mmoab bygysgmob dJogm, 
da J6eomMeRo, boem330d9MaA7GHo. bIGdaL ao~woxz{oMg~@0bqedo. 

Example 3. Der Ho-e-di, Traditional. Edited by Lois Neuper, Mitterndorf, Salzkammergut. 
Crossing voices /reverse movement. 
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doasmmoann 4. Zeiserln. ®Mswo(304m0.3969. bIgd0b ao~woxgoMg~@nbyd0, 43MM Moryemo. 
Example 4. Zeiser/n. Traditional. Vienna. Crossing voices more complex. 


pitt — -" = —<——$—$| 
fe te mje fierctal fe heel rie a ree gr ne - te 
ia F. a : - a © - : 2 | 
il ; vee 
Ht oe eee re Pe a ee ae 


doasmmoann 5. Der ,, Hatt i di“, ®Mse@a30qjm0, XIX b., 

OMEIJM MO, MMaMMH3 306mMbo. gHadobgmob dadega. 

Example 5. Der ,, Hatt i di“, Traditional.19th century. Yodeller as canon (,,Hintereinand", one after 
another) 


——— | er 7 —— a 
——— a I = 
en ee ee eee ee gg $$ — 
le eel a 


Hatti di, bani di, hani die do-li ri-e, babi di, 


hab i di, babi dic duli ri-e, biti di, htt i di, 


di-e du-li rie, habi di, babi di, hib i di! 


hati di du-li ri-e, habi di, habi di, hab i di! 
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dsasmann 6. Kiiahmelcher. ®Ho@ogoye@o. Bsm3go0dgMayGo, (Ogd- ogbGMns). sb. 
amabgmgM 3n9Magboban. MHbq Ig_GbINSHMdS. MMbbdInsbA BsMIMbod: Lodo bIstdsbo (Ms(3 
Badbogh gnb4g3ombsem nM dobb). 

Example 6. Kiiahmelcher. Traditional, Salzkammergut (Upper Austria). Interpreter: Goiserer 
Viergesang. More than two voices. Four part harmony: three voices + bass (that means functional bass). 


1 a a A et ee Le 


iT 
2% eee eee eee “ee ees 
- - 


Ein in vielen Busformuncen gesungener alter Goiserer-dudler 


dsaomoamn 7. Lemonimann. ®Hoseo30qjmo. smayMob dbaogbo 3964yma bodegme. 
Example 7. Lemonimann. Traditional. Viennese song similar to alpine song. 


i ie ie ee a Be 


A-ber 2' fine auf der Buck'n da gent der Gspals aun 


a —s I = 
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Transkrption Gertraud Pressler 
nach Trude Mally & Karl Nag! 


Win BA's net 
dsasmann 8. Wann mi der Herrgott fragert. (,©m@ob ambm3b mdgmMam0?“) Agbo3o: Mmds6 
emMdosbog-Mmema, GyJbSo: BM963 sed g~@gMo. 8oM3g9e0 bdob dgdbMymadgen: domo boaco, 
dgmmM] @os Jgbedg bdab dgdbMymademgon: d&o~@mdongMo ws BM~Mydbo. 

Example 8. Wann mi der Herrgott fragert. Music: Roman Domanig-Roll, Text: Franz Allmeder. 
Interpreter 1: Maly Nagl (one voice); Interpreter 2: Stadlmayer & Kroupa (two voices). 


Langsam, doch micht schleppend 
» Vee Aas Her-E Hef E Aa A aE He? E 
th = ¢ 

Mei Ab-nihat mir oft undoft a sché-neG'schichter-zahi. So hat  erg'sagt: DerHerr-gott kommt mit- 
,H ef E A a A ais He? E He’ E Aa Ais fis Fis — 


un - ter auf die Welt. Und wemerda be-geg-nentuat,den red’ter freund-lich an, und je - der from - me 
,g H hm D Ee? A OE Fis fism Fis fism 4N Dd 


Wunsch, der gehtauch in Er- ful-lung dann. |.—2. Das wardoch wirk-lich gar mnetschlecht,i wilt schon, was i 


meee eg meee yee eee oo oe 


: Langsames Walzertempe ( erat viel Geedihll 
y Cis cis A O Retain A a Cr 5 D 


—-s da’—C és amas -«schert i a Buk - ker, das schém - ste auf der Welt. 
yA a Gs a Fis fism Fis fism D hm OD hm H H hm =D ohm 


Sa ee 


hm 


“Him Aa A ago H ft ASE A 


al - te Zeit mu-rick, die Zeit, die Zen voll Gillick. 
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BMOI63 IIMBIIAN (BIGISENS) 
LN835 SEMAN (LS 3GH5E3ION) 
BMOI63 JING) (LS 3OH5SE3ION) 


8. S6MSOdNL LEDEIDMN LNIQIMISNL BMISIJANL ZoMIMENIAN 
LOMIIGIGNL 8H9BNGILN JIQIMHISNDIN S608 NSN 


1. dgbsgsqo 

Babsde@ dom) bodMmddo dgdmmog0bg9d4y~moe bLodbdosbo 3mzom Ma Aynbogob dac@cm)- 
dama sbomababs Ed BoMdIMbama LOMAI®qMob 3:0oyomodbgdob asdmagmann Ignmmeo. 
Sd 330Mg30d0 aodmygbgdyemn dmbo3gdmo bs3MJd0 aE_Zb®yMao adobs, Mo3 aodm3aygbqm 
33093040 dgMdo4y790 ws bb3., (Scherbaum et al., 2015) — gboo bgobyMo IMo3gem@mbdosbo bod- 
MIM |d0b 3M gdyje~M0 (sbmdsd9, 1957). A396 s@Mgxy~mo damdob dbaosgboe@, of bodegmo ao- 
Babamgds, MMaMM(3 EAabLZMISHyemo EMMaMD 8Hm3gbo, Lo~s(3 oOMdIMbayEHn 96 Dg~mMe@D%y- 
Ha deamdsMgmds 0(3309d0 Lad~rgModon QRoMymoeo sMbydyemo ~y(36md0 Bgbgd0b dabg~@30m. 
danbg@o30@ sdobos, Aggbo Babs g3emg30ba06 aobbb303940m, 0M sMbgdmdb Z:o0Moy~@gQd0 9d 
Bg bgdab oemdomyM 06 EAS MdnbabGBym dybadobms6 wojzo3damMgd0m. 


2. Agnmeoemmmanymon hsMim 

sbomodab od BabsbbomMo CEosdydo3qd0b 98039, MMdgZEm2(3 EAGoemyMos@ss smbyMocmo 
B396b s@Moabegm dHmdsdo (Scherbaum at al, 2015), mommgye@mo bsbm&m bodydo (bym.1) 
beam AswMognGobym jmddoyS Mabagab bobos3gambse@ ImbobyMbgdgm XML ymMdo8do ws 
d9309d0MBIgM asdmygbgdob dmbgMbgdyemednbs ws LodsMBogo0b mgom~mbsbBMobom (Isa., aob6- 
Z806a~m|IM Jomemme aoM3394y~m0 bobaMdmagmdnb bodbdoobo bod@96 930) Ms aAMe@s3sjdjbam 
B9MIMba {Ea LAM AI®yHQd0b EHmom MosbdndIw~g|3:Mmdodo (Lym. 2). 

gb aodmbobymgds donmnsbse@ obobs3b bodmgmoda BoMdmbaymo L&MyJeqMyd0b 
Bodmbsmgombs os msbdndog3gMmdob, JsaMed g7b AM&Hdo (GmamM3 sobod3zbygdabs ws Mn(36- 
3900b hodmboma3emoab Los) s@odnsbabagab sME3my ImbobgMbgdgmoas Loobo~mobme. Iybo- 
BMEMaaNM 06G9M8M]Ho(300b AodDoMGHa3g9d0b dobbam, gowo3zby30Gym, bgIma Imygoebomo 
B9MIMbOYEa LAMA yM dob aodmbobym|ds go~wog3ggy306o gor~mmb boggbymgddo omMm- 
dabs @o 30m98Mb 33 930b dobjg~@30m (Arom & Vallejo, 2008), Amdgema3 gobbmM309~™o~, 
AMAMGHZ o3GMIsGyMo Agnmeo (smbygMomos 33~g39do dgMdo~yI0 ~o bbs. 2015). s@- 
IMAGES, HMd asdmygbgdyem LodegMoms 99% nym go~mdo ems (75%), Lom (21%) ws 4 
(3%). gb jommgdo ghMmdobymabasb asbbb3go3~m 960 dobmemme ®yM30gd0bo eo babe dob 
Low@nw@am, MMdEM d0(3 DIM|AM|{d5 MMamMMH(3 BoG5MS 56 Cow. JMa-g{MOD Agzbasbob (y3M5b3 
3g9060b) L306b4m badmgmobmseb wesjzo3doMgdyem0 bobamMdmaga Imo, Gozo |aodr3@0~M9- 
do, 06939, symg6 84M L306 Imd~mMQ_Mengdab démmmeEMmnbogm hobsbyM{b9 (53303900 
(Scherbaum, 2016) a3ododagob adob396, md 89M(309d0 Ed LadbH 60 HMoea gaye b3ob4m 
AInbogoda 9H3 8 GHoMoss Wo 9M(3 CNW; aosdmBobamoas ~wob336o, Md sbmrdosdob 3Hgdyemoab 
L6Zz0@obb635 gorm@me wsyme@ob a~ge Imbs3gdgqd0M LogdoMabo@ oMos aodyoMygoyjenon. sdagmd 
mobdadeg3gMymo sbhoemobabagab 3oMmdnms@ bogoMoy7~@g30 OYyM, Md Y39~mo bLadegmo 
aobg3%MZ69d9 JMMoe@gMa 7/-boaJbyMosb Z3o~mMb, bo~ws(3 WOE od BoOGoMs 68 MZ9emgdb 
dmmoab aosbbb6303960 dad(3aMgeyemns, JoamMod Mmdmoabagabs3 ymbyM|Hyemo saghommMoago 
OM bao aymb asbbodm3Mmymo. 

Z0dyoemabg dnb asdoM8o39d0b Jobbam, BoMIMbayEmo LAMA yMab sbobgobmgab fh3g6 


M563 dgMdoxdo, 
166 083s sm9o, 963 39060 
3M563 39 


sg0Mhagnm hobgmob dgmmeo bjwe ws J3g@o ab~gJbom, Lo~ws(3 Mmdsqmoa (303M Jd0 doxy- 
mamgob sgmMeob dobob dagmab bodommgb (96, yoMosemme, JHnbdosb dmbs339mdo bm Sab 
Lodome yb), assdmbobymb jgommb boggbymoab Lbobom. dys ~o Sg@o bdob d96m06 boMmImb0- 
mo a6 8 MZ09EMqd0 Am(3904eEMns, Jgbodsdoboe@, J3g9@o Wo bg~@s ab~egJbom. Jagan s3mMeo 
(356dmbaxyeM0 L&M4 8 Mo) Robdaemns IMazom gBMhbam|ddo ~os aoMgms Og{@o ob~@gJbo 
smbadbo3b dob bobamdmogmodob. dogosmoamesea, Lodegmab 80M39em0 bodbdosbo s3mMeo {{E4, 
D4, A3}, 2} amemadbgds, Mmamm3 (VIP, )'? , bog@o(3 do60b BmMGo A3 dggbod9d900 goromb VII 
Loa gbyqmb (@o6se@mabo ool B3-%9) ms bm& 60 D4 (Ayo bds) wo E4 (S509 bds) — dabaob 
SMd53Z0EM0 dadohanmg|dam gJ3Z0M Bobs wo B30b Gob. aMdmamds omab mMo Jgmmbge@0, Mmd9- 
m3 dggbodsd9d0 1/2 EMBL, GmamM3 ghoo bsh3969d0 aoMame bg~@s ob~gdbom. 
SdaZ0M0@, MobdInIM|ZMy~mM0 sbo~ababms3ab Agg96 ymbi3gbHMaMgd9 Amgob~@nbqm 72 
dahamse@ bodmgmedy, Mmdmgdde3 Woo3doymeRamgb y3qmo bomabbmdmaga 3Mh0GgMo0%y- 
do. Z3absn@eb 9d g8o38bq YyyMoeE~rg|dsb 30dob3:0~™m dM LodegMydnb Bomdmbaen (~@s Mo 
cMmno) LAM 74IHyMod9, Jqgd@amda asbbamgabsb oM dggq6gd0M obaQMMdo(309b bobam- 
deagmdab dgbob9d. mommayen bod@gmabagab gb so@3gomygdb ogmMeymo mobdode@93- 
AmMdgdob bozgambgeb (Lom. 3). od SgMMeONMa MosbdInI@|3Hmdob bLigdgd0b do4dbam doo3m- 
09d BobsbbsMesdydo3qdnb gG@o8a, Mo(3 Logydggemoo dgJ@amdo sho~moboabamgob. 
Loobomodm 3M gdyqmoab bLadmgMmgdda BoMdAmbaymn LHMyI®yMoab dgbobg9d 80M39m0 
boMdmeagbab daJoob dobbam, f396 wsgabyqm Modegbadg dgMAguycmoa bLodegmab 30byjoom~- 
Ha LabGodbmMo sbsemobo, MmMI~mab EMMbes3 ab bgmMaM CEs3Zy530M Od 83MM 60 OdaZoMo~e@ 
9.5053969(330M]M, Md MMO ob da8o sgmMeoab y3gmo aobdgmMydse~@n mobdadw~@y3gMmds o~- 
20MSO Jg{nDAOAgZ9 ao~sbs(33~—mgd4y~ (36MaEHdo Joma BMMOB%MbGBoemyMo 8mba(300b 39d39™- 
dam. gb soMoEongIsHyma QmMMdo Lodegmabagoabl ,msdoM dgQmo" bhggbgd00 Lym. 4-%9. 
Lym. 4. a3gohgq690b Lademgmoab 3omdmbayemo mmMasbodgd60b gndqomabdgdobs wo obo- 
aboab 939489 adob. (36Mamab QMMIds BoMaoe@ gbho~@oagds abewen3Zg0@xoEmyMHo LodegMmydaob 
sbomodb. daybj~@o30@ sdobo, ob bogmgdse@ ImbobgMbgdgem0 begds Mod~@gbadg bades- 
Mab ghamdmoagoa sbhomobabagab, 3nbsa@ob abobo wWsgyyWdbgAdo, Lym (3m Ho, boboe~mdMosg, 
306L6393904E™ o3MMegdb wo dgbodsdabo (36Mamy|dob 068 MH3M]{80M|d9 Jgydemgdgemo vy 
OM, bogdome Maymo ofbgdo. do8md, dgd@amdo sboe~mobabagab sgoMfhagm aobbb3039- 
dm asdmbobymgds — 9.6. MHng{bGoMdyYemo aMogogjo (dog., Chartrand, 1985), Gmd9gcma(3 
Coma gyjmo Lodegmol dadmb3q30do0 dd3qgbagMe@ dogbodsdg60 Lym. 5-ob (36Moa~mm aQmMm- 
dob, doaMed oan, 06939, Jgadmgds asdmygbgd4yem0 ofbsb Moan badegmadob gmamdemogo 
sbomoababagab wes dam, wosdsGjdom, Lb6go dmbobgMbgdgm~m MogabgdyMgdob dga303b. 


3. badmgMgdab asdmbsb3s mMagbSaMygdyemn aM593n3g9d0b dgd3qmdam 

Amamm3 gh Lym. 4-@~ob Robb, dmgmo bodmegMs gdyoMgd5 JgdOQa o3mMegeab (s4 
asbemoagodyemns 0d Mmobdnde@g3Mmd0m, Mmd~ans3 abobo 8oM3q9moe@ aodmMAbe@ dnb bod- 
ogfoda): { VIE,, VIt,, VIS,, V’., VE,, VIE,, E,, VIP,, VE,, V, E., I, B,, WL, Vil, ©, 3, 
Lowe 3 II @o V omob 3ommb dgbododoboe@ LI wo V bogg6yMgd0. my 0d ogmMegdob Moab 
535390, MmammM3 b39Mmgdaob Moab Bmob aoMHdgdm, obg, MmammMA3 ghoo Lym. 5 o-9, 
dgbodmgdgmos gman 89MHIMboy~Ma Mobdad~@g3Mmdo LadegmMsda BomMIm3o@anbmm, Mm- 
am™3 gMao B3agfmb AgmMgbaob dadogMm|dgemo badm. domgdoGagyMoe Mmd 3n 430m, gb 
dggbodsd9d0 Ladegmoab asdmbobymgdob, MmamM3 MMHagbBoM|d4ym0 aAMog030 G=={V,E} 
(CHARTRAND, 1985), Mmdgem0(3 dgw~magdes V b39Mmb Mogobacb (aodmbsbo396 bode gmob 
BoMIMbOYEM L&My74&qMob) @os Bndmgdab Mogobasb E, MmMdgemn(3 bHoMIAMs@agbb symMeoym 
mobdade@93md ob. 

Lom. 5 6-9 aodmbobyemns, dogomamee@, Mosbdode@g3Mmdo Lod@egmob bodbdosbo dmb- 
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d33g9M0b wobobyabo~sb (sgmMeoob abegdbo 4 beym. 4-5) Lym. 4-ob dgmMg bodab 80M39~ 
d3™MMCOsde9 (sgmMeob abe@gqbo 4). Mommy ImdMomds sbobyemns abMan, bo~s(3 dme~mm 
93mMMe@nb396 ImdMomds db63069 abMamess smbodbymn. Lym. 5 c,d wo e ohggbgd6b dadwamd 
SgmMMeoNom mobdad~@93MmMdg9ob, Mmd~mob ob~egdbgdn0, dgbododoboe@, 15, 15 wo 22. bym. 5 
f-S9 Bomdme@agbomos dngmo bodmgmab aMogag3o. 

CMMaAMO BoMImMboay~n aosbgamsM9d0, 0b939, 3o3daMa bLodegmab bomdmeagbom 
BMoMa3zy~m asdmbobymadobs ~o bob. 4-ob BomMos@nadsGym (36Mamb dmMab 3qmgboe@ 
Bobb, my Lym. 5-b CE939d9G dM Bg9MGHazZomyM CEMmab smdbodz6g~ ~mgMdb, MmammM3 gb 
bAggbgd00 Lem. 6-5. 33093, SgmMMaNmn MsbdINID@|3MMds bohggbgd09, MmammM3 bMab 
aoMd9dIM ,ogmMeoym" O3q9Mmgdb drMab do~mago. MyWd(30, Mobdod~@g3MMmd0b ym3gq~m bodo- 
YOsb gMa@, gb domMag30 MEbSZ JsMEme As~@9b9(33~™M~@Jd9 d(30M] AMMIJNMaM. sdagoMoe, 
dyab39 bomgmns, MmMAgmMO symMMegdns g9MM dg IAGXW]M aodmygbgdyemo Eos MosdeogbyxqMm. 
L630 bLo&y3g9d0m Mmd gmJ3gom, sgmMeoxymo byaadIgZbG gd0b asbdgmmMyds, Mo3 Lym. 4-09 
dgndemgd9 (36Ma~@mob BMModbBMbGomyMHo Mogab LOMyJI®yMam odbob aodmy3gobama, sbemo 
dyoabogMoe@ hobb Lym. 6-ob 39MSo30myM LaMyJ@qModo. 

dajbgj@o30e@ adobs, Mmd bym. 6 bommoee@ osh3ggbgdb ogmmMe yma mobdadeg3Mmdnb 
CMAMAM asbgamoeMydob Ed MMasbodydosb, MmammM3 doMyyygdabs ws LOmMbsdm30b60 bya- 
dgOG gd0b MobdnIM|3{MMdo obEenZgn@MAoEm Ma LodeEgmabms3ob, MyGabymo obo~moboabs wo 
39MdMeE, Ladrgmoms dge@oMgdobagab ogo 65396 Lobomagd@mes dobo bLohoxymoal (3D con- 
523530) adm, M973, MMaMM3 hobb, qaqmgboe@ bMM3ng~@meO d0 2D asdmboby~mgadodo. doxybg- 
M30 sdobos, asdmbobymadoab aodoMBaggd0b dodvbam, sdogeEMmymoe@, od abymMdo300b 
AgbsMAyogd0M, My MMdQE@MO s3MMeN asdmnygbgds gMMd) JIGXwIM Co Modegbs@ bdomoeg, 
A396 d93(330Emgm abMgdab bobg asdgmmMadoms Momegbmdab aomgomabbabyd0m wo ymb3- 
MIGyemo byadg6Go odo aodmygbgdyemo bLodegmMedo, Mmam3 gb boAggbgdn0 Lym. 7-b9. 

danbgm@o30@ odobs, md bym. 7 ddggba3mMo@ boMdmohgbb obamMdo(3o0b bod@gmoab 
,O9d9MHM JAQM" BoOMIMbayEM LH|MYJI®QMab dgbobgd, aMomoazab LoMaymy) j0wg93 3WRMmm~ 
dgndemgd0 d9d(30ME@ gL B3g9Mmgd0b 8mbaZ00b MaMMasbobgd0M 0dagZ0Moe@, md Jobodydsd- 
©7 ofdob wCoy3sba~@mo Badmgdob asw@sjg3gmgdob Momegbmds. GyJoo34qMo0 HM3Z0embobMabao, 
gb dagbo®ygoab960 9.6. amogo3b "TUTTE LAYOUT", Mmdgmnai3 bohggbgd00 bem. 8 a-%9. 
Lym. 8-09 Bomdmeagbomas badmgmab ,modoM Iggmo" BoMmdmbayemo LAM 8qyMo do~osb 
IBIIGIMO aMhogQagyma Jgnmeam, bows(3 b3g9|mgd0b bosbemm3q(3 Eos Badmgdob bobJg(3 
Lobomagdmm obQmMds30ab d99(33g9moo. b3gMmgdab boobemgg sbobo3b dbaogbo ogmMeab 
asdmygbgdob bobdamgb. gb dgd@amd asdmbobyemns Lym. 8 a-%9, Mmdgema3 a30h3969db, 
Oy MdEJoXAQMos asdmy gbgdyemn o3mMMen LodegMesdo ,msdsM Igy". dgademgdo 366mm, 
JoZomoa@, Hd y3gmobyq Ig Go bdoMse aodmyg7bgdse0 o3mMeos VI’, , HMIgm@A(3 godmo- 
yj6g9d0 smxgm, dob dmbeg3b 8-99 aodmygbgdyema o3mMegdo VIP, (LoByobo 30), 
Vv’. Co VIP, . A9mMHJ dbMHag, Bodmb bLobdob dabje@g3am dobodemgdgemns wCo30~@Q0bMm, Mmd, 
Joaomnnog, Ve Vr, VIP, oMab 93g9mob9 bdaMoe@ aodmygbygdo@o sgmMenmn mobd0d@93- 
Amde dngema bodegmoab dobdowd 5. 


3.1. ama Ladmgms 

BMoMa370 HoMAmdo abeweogneEyomyMa LodegMs Bomdmo@agbb qyoMomme domo 3b" 
(,, Lode gob dn~M030*) ,9gMMegdob msbeodsyBdo”, MMAGMbI’?Z 347HMEOIdM ,,9gMMONO M9- 
@db” (““CHORDSCAPE”). bod@gmoab domogob obengo@yomymo bgadg68ob bob4g aodm- 
bobo3b, my Modegbs@ bdaMo@ ,dmabsqMmdb" gmb3MgzByemo byad9680. Lodegmab, m- 
amMA3 MHAGHBaM{d4eEm0 aAMogQoa3ab, abG IM8M] BoM ]d0, Jgbodemme, Anbogmmmanab dbMo~wsb 
935M 3399 ImMIAbSE Jd0b Imambm3b, JoaMesd dabo qoMo8 gbmdo bomgmo begds ¥3g9mo bad- 


R3M563 dgMdoxdo, 
168 083s sGmGo, 963 39060 
3M563 39 


MgMab sbo~mobab dadmb3g30dG0. dybgdMag09, Lodegmab dsam~magob 3mbi399(309 JoMBo30e@ 
38M(39™mO 909 Lad~rgMgdaob 42MM CnG MomMe@ ]bmMd9b9, sdabLomg3ob LodaMms, qydmMoemme, ob- 
oma sgmMegeob (B39@mgd0b Lobo) Mdd5H7do ,ogMMoyeon MgaMdbg° ES Jomo 38m ba(30g9d0b 
bgmobsema asdmamgms adagoMo@, md 439m badmgmMab aow@od339m0 da~maggdob Moeme@9- 
6mdo dabodydo~w) oddob woy3gobama. gb BomdIme@agbamos Lym. 9-bg, bo~s(3 mMHa bLodegmab 
3d dnb9(3089 Im(3g9d04em0. 

Lm. 9 dd3qba3gMee@ Bomdmo@agbb, MmMdgmo sgmMens FMHAOMM AMO aodmygbgdyemo 
mM039 badegmseda ws Mmdgmo — domme gMm-gMm domasbdo. yyMoe@mgdnm s330M- 
3900beb, 06939, ag3ggmgdo bonb&gMgbm wySoemgd0: dogsmomoe@, Jaybj~@s30@ adobs, md 
mMH039 sgmMen — VI, Co VIP, — 3363@ 969 mMn39 Lodmgmodn, abobo Lbgo@obb3ebonMo~@ee 
asdmygbgdyjemn. Lod@mgmeda Ne3 (S59 Ly.) bobgd90 ogmMeymn mobdad~@93Hmds mm 
sgmmMeb dmmob, dodab, Mmegbs(3 Lod@egmsda NeY obabo oMse BomMIme@agbamo. of agnbe@o 
smbadbymab of @93Mb3MIGJd0, Jomemme dmagyo3b gb bodydo, HmamM3 Jogscmoma od 
mogabgoyMgdgdnbs, Ms(3 JoMBa3Z0 Z0o%yoemMa Oom3omagMgdob dadmb3q30d0 dgodeg- 
dds aodmn33gnmb Lodmgmgdob damoaggdob dg~@oMadobob. 33~m03 qbeo smobodbmb, Mma 
B39Mmgdab 8mba(308 AdagoMs@oss aoMZmM0M~Mo, MMd |a9Ed339mM0 Bodmgdob Mome@ gbmds 
dabodom Mos, o3mMMeab b3gMmgd0b bosbemmgg sbobo3b, my Modegbs~@ bdamMs@os asdmy- 
JOgd EMO S3MMEOEND YBgIEMs Aosoboe~mnbjd4y~ bLodegModo (sq MMH). sobodbyemn yRMe HQM9- 
350.540 begds Imgem 3M{dyeEmmob JadsMm|dnM, M973 43g30M aJbgde boh3ggbgd0. 


3.2. dagen 3Mgd~yemn 

BIIMM 339 aobbam~mymn ws boh3gbgd0 nym, MHmd MMagbGaM|Zdym0 |BMog}039d0M 
Lod@gmgdob asdmbob30 @o sgmMaym maMddo bodegmol da~moggdnb bobam demon bsmdme- 
agds, Ladegmgdob 8oMImMboy~ma MMasbodgdaobs wos Jomo jo3daMgdob sboemobob bonbS q%J- 
Lm abgdb bobo3b. babsde@gdomM9 dmbbybgd0b dg bmy~@nmo dr3qmmoob aodm, dgagadm@os 
domme 9d dgnmeab 8m J6(300mab Sg{eEo8aM0 ImgbobyYma wo BmangMan MogabgdyMgQdo 
350M3339MMa. My, Jsaosmamea, y3gmo Lodegmol damn39db asdmabobs3gm 9MM aMogagdo 
Iagema gMmgoyqmob LEA sgmMeyem mgamdbg, dagamgdm Lem. 10-b. 

33053, B39Mmgdob 8mbaZ05 aoM3gmamo oYyM OdaZ0Ms@, MMd HnGBomyAMo d0039- 
dab 20E533g9Mo Jabodo~myMoa ymoRnmaym. Jomo 38Mba(309d0@6 S3MMEYEO ENAMdoOb asm 
(9M 39(309009, Agbodmydgemne dyob3g 0dm3Z0(36MM o3MMegdn, MMdM]d0(3 YRMM AdZnsMoe@ 
aodmnyg69d9 (mybes3, Jomemme Jhabge), dodnb, Mmegbs3 yHJQdyendo y3g9mob] Jg7Goe 
Bdmygbgdo~@0 sgMMe@Jd0 gobmog{bgdqemns (3968Mdo, gbgbos: VIP, : 529-y%9m; VP, : 332- 
xm, P, : 322-x9m, VIP, : 182-29, VIP, : 156-9, P, : 152-89, ie : 144-296, 3 
112-929%, P, : 107-9. 

sbems go dgbodmgdgeone, 06939, MomagbmMdMng0e@ aosdmamgommb bodegmydb dmmoab 
323d0M0 Jomo BoMdAMbayEma MMasbodgdab M3Zo~mbodbMobam. smbadbymob MHqemobgd0b wob- 
39600 abs dgdmmog0b9dyemn0 9.6. ,Lodmboab My30b (SAMMON’S MAP, SAMMON, 1969) 
d9d39md0M, Mo(3 bshggbgd09 Lym. 11-%5. 

HgJba3qHo CEAGHomgdob Cs3mbyMyGJdob aoMyd97 omBbodbo3m, bodmbob My30b bam- 
GHom|d0 asdmagemoens 04a30Ms@, GMI MM abengneEyoemyM BAIM Bomb (MomMmM|yEmo o~- 
bodbo3b bode gMeb) dmmab MmMasbdmdamydnsba nMoagmme@sdmmMyds bo3dome joMaocce 
sbobo3b dgbodsdoba bodegmab dsamaggda0b yanngmMa@sdmMydgdob asbbb3039d0b. s@badby- 
Cab YRMmM OAGomyMose@ amyb&MoMydab dobbom, Lym. 12-b9 bohgg6gd09 mobo doasemo- 
M0, MIM 60:3 dbad3bgmM3Zbse@ aosbbb303~@9d0 Lodmgmy|db dmmob yqmangmMm@sdmmMyd0m. 

mM bodegmeb bam. 12-ob O9@0 beboedo (AKH68 ~wo AKH76) domosb as6b630390%- 
mo bodmgmab damago @o, sd@Jbs@, BoOMIMbaAEma LAM yJGqM d0 aoohbos, M3 obobyomno 
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Lbodmbob M3009 Lym. 11-do domo mimbagZaqMo aobmoagdom, dodob, Mmegbs3 AKH30 
@os AKH47 sbeamboses gamdobymmosb aobemoagayemo wo yRMM dgGoe Dbasgba somdmbaxyemo 
LAM _yMHQd0M boboome@ges. 

oMbgdmdg6 Aybagmemmagdn, Mmdgmamo 3 wodMoZ0 LHoGobGagyMo gombge ofgm eo 
Sob IMgbLgd0mM LoI~mgMgdob BomMdmbaymn MMasbodgd9, JoaMsd YHaymeogdsm 3mobo34Mo 
33093900b MomeEgbmdMnge@ hodmysemndgds, dam 49MM Dodab, Ame gbs(3 Cow 3MIdyemgd- 
b99 bowydomo (Arom & Vallejo, 2008). aobbamyma dgnmeoabagab 3mgdqmob bowen, 
MoM BoMdmowmagbb Mgom AM Babsomde~@gamdosb. abgmo 30mMb39d0, MmMamMMa399 ,Mmdgemoo 
Yy3gmod9 aMdgmo s3mMMeymn msbdInI@|73:Mmds, MMIAmM’Z |AZb3eEgd0 3Mgdqemob gmmd} 
d9& Lodmgmsdo?” 96 ,Mmdgmos y39mob9 Jg8o@ ao3{M39~mgo4Cm 6 sgmMeab mobdode@93- 
AMds, MMdg{Mn(3 3363E9d0 9MMdg J98 Lad~rgmMsdo?® od Es L630 IMo30~m Abas3b jgamb30b9 
8obybob ao(39do s@gamods A3gg960 Jgnmmegjdom, MMIEM|d60(3 LobMGr GH JbGab domgdoG030%9 
MoQndbgdqHeM sbho~odb gdyoMads. JdmEmme smbodbymob amyb&mMamydab bobom, 80%39~ 
30Mb63009 8obybns Mobdndw~g3Mmds {VIP,, Vr, ; VIP, ; VIP, VP, : Vie, Fe ig }, AMAg7ma(3 336- 
300909 Ladmgmgddo Ne45 ceo Ne46; bmeam dgmMg jambg0d9 sobybos mobdnde@g3gMmds {VP, 
,VP,, VIP,, VIP,, VIP, ,1',3, @mdgmo3 geoagmb 9-9 N13 c~s Ne22 bodmgmgddo; y3gemo 
dJomasbo Ja~rmgayemns domgdsGajzyMo 3me@aM dab Mosdegbodg bsbob d9d39md0m. 


4. csb336960 

Lod@gmgdob mmagbGamgeymo aMom dob bLobam boMdmeagbs obengn@yoem~Mo 
Lodm@gmab soMdmbayma mMasbodgdob Mome@gbmdmMngo sbo~obab bodyomgdeb odes- 
35 aMomag~ymo, aodggoM30m ] wo MobdndeEg3My~n abom. ab, 9obg39, WoMAdZqmYyMab 
dagmoa jmgdoyemoab badegmgdob Mome@gbmdmMng dg~@oMgdob, Jogomamse@, 3noyomm0bgda0b 
IMoZ39~mMasbb%Bmdamydnsbo Igmme@gjdom (Amamh3 bodmbob M350). dg~IQMdMagZN B3o03d0%M>9- 
do dme~m sbo~mnbgdn@o0b Agadmgds snbsbmb odazgoMoe@, Mmd aosdmygbgdye~m odbob dmd- 
936M AybogmemmanyM 3307939040, M63, OMSdESMIdOBo34yMO dadSMay@my|dob sbo~m- 
aAGagMbgdab dagm. dJoybge@o30@ odobs, Mmd sboemoda 3mbi3g6HMoaMgd4yema ay obmdsdob 
L30b4mo bodmgmgdab 3Mgdqemob oMa3emn3, s@gamose@ dgndmgde od Jaw~amdab asdmygbygd9 
L630 Mygaombgdanb Aybogzabs wo, ‘Bmase@se@, bobMGr GyJbGHob shomobabagoab. gb dHmdo, 
QIoM3Zg7@mgAbo@, AJMMEMmMManAMa 33~mg300, MYI(3o boOMIME|Agba~@MIds sbo~mnbds bob bo- 
Imbbos Mago Lbogambygdobs, Mmdemg]d0(3 gbgdo0 hobgmob 8Mm3g9bb wo od 3MgdqHEMdO Agby~mo 
Lod@gmgdob jgommyama LAM yAI®ymobs wo BomdImboaymn MMasbadgdob Moan bLonb&gMgb~m 
dog bgd0 Bemdmofhabs. 
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GRAPHICAL COMPARATIVE ANALYSIS OF THE HARMONIC 
STRUCTURE OF THE V. AKHOBADZE CORPUS OF SVAN SONGS 


1. Introduction 

The present paper proposes a computational approach to the comparative analysis and visu- 
alization of the harmonic structure of three-voiced vocal music. The dataset which we have been 
using in this study is the same as in Scherbaum et al. (2015), a corpus of polyphonic songs from 
Svaneti (Akhobadze, 1957). Similar to our earlier work, a song is treated as a discrete temporal 
process in which harmonic or melodic states change according to unknown rules which are implic- 
itly contained in the song itself. In contrast to our prior study, however, there are no assumptions 
regarding the probabilistic or deterministic nature of these rules. 


2. Methodological framework 

In the preprocessing phase of the analysis, which is described in detail in Scherbaum et al. 
(2015), each score (e. g. fig. 1) was manually transferred into a computer readable XML format 
and checked against a set of usability criteria (e.g. only three voiced songs of certain length were 
considered) and converted into a temporal sequence of harmonic states (fig. 2). 

This representation completely captures the inventory and progression of harmonic states in 
the song, but in this form (as list of lists of labels and numbers) not very convenient for human 
analysis. In order to facilitate the musicological interpretation we decided to first transform the 
harmonic state representation above into mode degrees following the approach of Arom and Vallejo 
(Arom & Vallejo, 2008), which was implemented as an automatic procedure described in Scher- 
baum et al. (2015). It turned out that 99% of the usable songs where in mode La (75%), Sol (21%), 
and Re (3%). These modes differ only in the sizes of their 3rds and 6ths being sung as minor or 
major. Based on the long standing practical experience of one of us (FK) with Svan singing, but also 
based on the observation of recent recordings of authentic Svan singers (Scherbaum, 2016) which 
suggest that 3rds and 6ths in traditional Svan music are neither sung as minor nor as major intervals, 
it was concluded that the separation of the Akhobadze corpus into different modes 1s not sufficiently 
supported by the data. For the subsequent analysis it was therefore provisionally assumed that all 
songs belong to a single 7-step mode in which the distinction between minor and major intervals is 
dropped, but for which the particular scale does not have to be specified. 

In order to facilitate the visualization, we choose a subscript-superscript notation for the har- 
monic states in which roman numerals indicate the pitch of the bass note of a chord (or simply the 
pitch of the note in case of a monophonic part) expressed as mode degree. The intervals formed by 
the middle and top voice against the bass are given as subscript and superscripts, respectively. The 
whole chord (harmonic state) is put into parenthesis and an outer superscript denotes its duration. 
For example, the first three-voice chord of the song {{E4, D4, A3}, 2} translates into (VIP, )'’ with 
the bass not A3 corresponding to the mode degree VII (the finalis 1s on B3) and the notes D4 (mid- 
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dle voice) and E4 (top voice) to a 4th and a 5th above it. The duration is 2 quarter note beats which 
corresponds to a 1/2 note, as indicated by the outer superscript. 

Therefore, for the subsequent analysis we concentrate on the 72 core songs which passed all 
the quality criteria. Since for now we are focussing on the harmonic (and not the temporal) struc- 
ture of the songs, we drop the duration information from further considerations. For each song this 
leaves us with a simple and easy-to-read sequence of chord progressions (fig. 3). The generation 
of these chord progression tables concludes the preprocessing and provides the basis for the sub- 
sequent analysis. 

In order to obtain a first idea of the harmonic structure of the songs in the analysed corpus, 
we Started out with a visual syntactic analysis of a few selected songs in the course of which we 
manually segmented and rearranged the chords in such a way that all reiterative sequences of two or 
more "states" are easily identified by their horizontal position in the rearranged table. For the song 
"Tamar mepla" this paradigmatic form is shown in fig. 4. 

Fig. 4 provides an effective way to visualize and analyze the harmonic organization of the 
song. The tabular form of the grid is well suited for the analysis of individual songs. However, it 
becomes less convenient for the joint analysis of several songs since in general they will be based 
on at least partially different chords and the corresponding tables become quite difficult if not 
impossible to interpret. Therefore, for the following analysis we choose a different representation, 
namely as as so-called directed graphs (e. g. Chartrand, 1985), which for individual songs is nicely 
related to the tabular form of fig. 5, but which can be also be used for the joint analysis of a set of 
songs and which in addition offer a number of other convenient features. 


3. Representation of songs as directed graphs 

As can be seen from Fig. 4, the complete song 1s based on the following chords (here ordered 
in the sequence in which they first appear in the song): { VIP,, VII*,, VII°,, V’,, VP,, VIP,, P,, VIP, 
JVP.,V,P,, 0, P,, UL VI,, I’, } with UI and V being single notes on the mode degree III and V, 
respectively. If we plot the set of these chords as a set of verteces along a circle as done in fig. 5 a, 
we can represent a single harmonic progression in the song as an edge connecting one vertex with 
another. Mathematically speaking, this corresponds to the representation of the song as a directed 
graph G=={V,E} (Chartrand, 1985) which consists of a set of vertices V (representing the harmonic 
states of the song) and a set of edges E which represent the chord progressions. 

Fig. 5 b illustrates for example the progression from the beginning of the three-voice part of 
the song (chord index 4 in Fig. 4) to the first chord in the second row of Fig. 4 (chord index 14). 
Each step is indicated by an arrow with the last progression in the sequence shown in green. Fig. 
5c), d), and e) show the further progression to chord indices 15, 16, and 22, respectively. Fig. 5 f) 
shows the graph for the complete song. 

The temporal harmonic development, but also the relationship of the graph representation of 
the song to the paradigmatic table form of fig. 4 is better seen if we add a vertical time axis to Fig. 
5 as illustrated in Fig. 6. Again, the chord progression is shown as a path over the chord verteces 
oriented along a circle. However, with each step in the sequence the path moves upwards by a small 
amount. This way, it becomes immediately obvious which chords are visited more than once and 
how often. In other words, the repetition of chord segments, which in Fig. 4 can be deduced from 
the row structure of the table becomes now immediately visible in the vertical structure of Fig. 6. 

Although fig. 6 nicely illustrates the temporal development and the organization of the chord 
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progression as a sequence of loops and straight segments for an individual song, its complexity (as 
3D plot) make it less useful for routine analysis and in particular for the comparison of songs which 
seems to be better done in a 2D representation. However, in order to simplify the display but still 
keep the information regarding which of the chords are used more than once and how often, we 
change the thickness of the arrows according to the number of times a particular segment has been 
used within the song as shown in fig. 7. 

Although fig. 7 already nicely condenses the information regarding the harmonic structure 
of the song "Tamar Mepla", the complexity of the graph can still be reduced by reorganising the 
vertex positions such that the number of edge crossings is minimized. Technically speaking this 
corresponds to the so-called "Tutte layout" of the graph which is shown in fig. 8 a. Fig. 8 shows the 
harmonic structure of the song "Tamar Mepla" in a very efficient graphical way in which both the 
proximity of the verteces and the thickness of the edges carry useful information. The proximity of 
the verteces reflects a similarity in the frequency of the chords being used. This is further illustrated 
in fig. 8 b which shows the number of times the corresponding chord is used in the song "Tamar 
Mepla". It can be seen for example that the most common chord 1s which is used 10 times, followed 
in frequency by the chords (the starting chord), , and each of which are used 8 times. From the edge 
thicknesses in fig. 8 a on the other hand, one can see for example that the sequence V’, , VIP, VID’, 
is the most often used chord progression in the whole song. 


3.1 Two songs 

Within the graphical framework, an individual song is simply a "path" (called "song path") in 
a "landscape of chords" which will be referred to as "chordscape". The thickness of the individual 
segments of a song path reflects how often the particular segment is "travelled". The interpretation 
of songs as directed graphs might require some training on the side of a musicologist but its ad- 
vantages become obvious in the context of analysing a whole set of songs together. Naturally, the 
concept of song paths is easily expanded to a larger group of songs by simply adding new chords 
(as vertices) to the chordscape and recalculating their optimum positions so that the number of path 
crossings of all song paths 1s minimized. This is illustrated in fig. 9 for the combination of two 
songs. 

Fig. 9 nicely shows which of the chords are jointly used by both songs and which of the chords 
are used exclusively by one or the other. On closer inspection it also reveals interesting details for 
example that although both the chords and are used in both songs, they are used in different ways. 
In song number 5 (top panel) there are direct chord progressions between the two chords while in 
song number 9 their are not. We don’t want to elaborate on this here but just give this as an example 
of the kind of features which can be derived from the comparison of song paths simply by visual 
inspection. Again it is worth noting that because the position of the verteces is calculated such that 
the number of path crossing is minimized, the proximity of chord vertices reflects a similarity in the 
number of times the chord is used in the complete set of songs analysed (here two). This becomes 
even more relevant for the complete corpus as will be shown below. 


3.2. Whole corpus 

As already discussed and illustrated above, the representation of songs as directed graphs 
and their display as song paths in a chordscape offers interesting ways of graphically analysing the 
harmonic organization of songs and their relationships. Due to the size restrictions for this paper, 
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however, we can only scratch the surface of the potential of this framework and highlight some 
selected features. If for example we display all song paths in a single graph on the full chordscape 
of the whole corpus we obtain fig. 10. 

Again, the positions of the vertices was calculated such that the number of total path crossings 
is minimized. From their position in the outer locations of the chordscape, one can immediately 
identify those chords which are less often used (maybe even only once) while the most used chords 
in the corpus VID, : 529 times; VI’, : 332 times, I, : 322 times, VIP, : 182 times, VID, : 156 times, 
IP, : 152 times, I', : 144 times, I°,: 112 times, T°, : 107 times) are found in the center of the cluster. 

One can now also quantitatively calculate the relationship of songs in terms of their harmonic 
organization. An elegant way to do this is offered by a so-called Sammon’s map (Sammon, 1969) 
as shown in fig. 11. 

Without going into technical details here, it suffices to say that the points on the Sammon’s 
map are calculated in such a way that the two-dimensional mutual distances between the individual 
points, each representing a song, are reasonably good approximations of the mutual distances of 
the dissimilarity of the corresponding song paths. To illustrate this even further, Fig. 12 shows four 
examples for songs which differ in their mutual dissimilarities considerably. 

The two songs in the top panel of fig. 12 (AKH68 and AKH76) have very different song paths 
and hence harmonic structures which is reflected in the Sammon’s map in fig. 11 by their opposite 
locations while the songs AKH30 and AKH47 which are closely located in fig. 11 show much more 
similarity in their harmonic structures. 

There is a multitude of "statistical" questions musicologists who are interested in the analysis 
of the harmonic organisation of songs might be interested in but are difficult to address quantita- 
tively with classical approaches e. g. those of Arom and Vallejo (Arom & Vallejo, 2008) at least 
for large corpi. For the present approach the corpus size, however, is no longer a real obstacle. 
Questions such as "What is the longest sequence of chord progressions in the whole corpus which 
occurs in more than one song?" or "What is the most common sequence of 6 chords which occurs 
in more than one song and where?" or many similar questions can easily be answered with the tools 
in our Mathematica based toolbox for score analysis. Just to illustrate this point, the answer to the 
first question is the sequence {VIP,, VP,, VIP,, VIP,, VP,, VIP,, I’, } and it occurs in songs number 
45 and 46 while the answer to the second question is the sequence {VP,, VP,, VIP,, VIP,, VIP, I’; 
which occurs 9 times in songs number 13 and 22, all derived with a few lines of Mathematica code. 


4. Conclusions 

The representation of songs as directed graphs allows the quantitative analysis of the harmonic 
organization of individual songs in a graphical, transparent and reproducible way. It also provides 
a framework to quantitatively compare the similarity of songs in a whole corpus e. g. by using 
high-dimensional visualisation techniques such as Sammon’s maps. The resulting neighborhood 
relations from the latter analysis can be displayed in ways which can be used for further musicolog- 
ical studies even by non-mathematically inclined analysts. Although the analysis was concentrated 
on the Akhobadze corpus of Svan music, the approach can easily be applied to music from other 
regions as well and score analysis in general. Despite it being primarily intended as a methodologi- 
cal study, the present analysis raised a number of questions regarding the transcription process and 
revealed a number of interesting findings regarding the modal structure and the harmonic organisa- 
tion of the songs in this corpus. 
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dsasmoann 1. Lodegmab ,msds% IgQmo"* (sbmdodg, Lodegms 9) Lobm8e b0dydo. Lodbdosbo 
Lodmgmab obomobabagab sayemgdgmymeamns Igmmbj~e@0 BMGa AZ s3mMedo Jgbsd9q 
8o48o@s6 Cs Yo CENgbO Am(390yeMns, MmMamm3 dobob dagmo. 

Exanple 1. Musical score of the song "Tamar mepla" (Akhobadze, song number 9). For the analysis 
as three-voiced song, the quarter note of A3 in the chord in measure three is ignored and F#3 taken 
as bass note 


Andante ( J.52) 


Md-doA= EF “YC 


MO—dGo-Agl | g2-90—go—em 


Leaymonn 2. Lodmgmoab ,md0% IggRm@mo" 80M3g9m@m0 12 GHodGob Bomdmboayema LAMyIG4qmob 
aZodmbobyemgds. Mommy LAM yAIGyM/s3mMeo Jga393b Lodsmemg|gdob (S50, dp, 
4gg@o bds) Rodmbsma3emb, GmMIAgmn3 AM(399 Eo IGmabge0 mG d0b aMdemomdnom. 
Figure 2. Harmonic state representation of the first 12 beats of the song "Tamar mepla" (Akhobadze 
song number 9). Each state contains a list of pitches (top, middle, bass voice} followed by a duration 
in terms of quarter note beats. 


{{{None, B3, None}, 1}, {{None, C#4, None}, 1/2}, {{None, D4, None}, 3/2}, {{E4, D4, A3}, 
2', {{D4, D4, A3}, 1/2}, {{F#4, D4, A3}, 1/2}, {{E4, C#4, F#3}, 1}, {{D4, B3, G3}, 1/2}, {{C#4, 
A3, A3}, 3/2}, {{F#4, B3, B3},1}, {{E4, C#4, A3}, 1/2}, {{D4, D4, G3"}, 1}, {{F#4, None, 
None}, 1/2}3 
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Leymson 3. Lodegmob ,modom dgamo" BoMdImbay~mn LAM yAd®qjMgQd0b Mmobdade~eg3Mmdo, 
asdmboby~mo jommb boadmemggdom, bogoMoy~@930 L3gebyMo Bymdob mobsbdow, Mmdgenai3 
BIIMO 9EgbgMy\~. boAggbgdno dobab dagmab j3armmyMo bogyg6yMgJd0 CEs dob mo3°bg daMamego 
ab& M3Z9eE~mg9d0. Mnagdda Im3gdqemo Mn(363960 s3mMe dob 439d dogbodsdgd9 ogmMeab 
abeg bb, Mmdgqem0(3 CobmdMagns 1-~@ob Lad~egmsdo sgmMegdnb dofbodsem AM Momeogbmdsde9. 
Figure 3. Progression of harmonic patterns in the song "Tamar mepla" expressed 1n degrees accord- 
ing to the assumed Svan tuning as described above. Displayed are the mode degrees of the bass note 
and the generic intervals on top of it. The numbers in the rows below the chords correspond to the 
chord index, numbered from | to the maximum number of chords/states in the song. 
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Leaymonn 4. Lodmgme ,modoM IqgRmo" — BoMIMbayemn LAMA yMgdab mobdodeg73Mmd dob 
89MSEONAIoS yma QMMdo, aodmbobyomn boa_byMadam LgobyMHn BoMImbseb3amn Bymdab (o(3 
930M 9E369M% JE) Jgbododobse@. GdAZ9769d05 dobab bIob LoeqbyMHqJd0 ~s dobasb bsMIM|dyen0 
068 M30 50. M(363960 ogmMeagdob 439d dggbsdsd9d0 ogmmMeob obe~gdbb, Mmdgemnr3 
CoOMIMamns AMAMN@S6 Lad~egMsdo sMbydyemn ogmMeagdob dofbodomyAM Mome@ jbmdosdo9. 

Figure 4. Paradigmatic form of the progression of harmonic patterns in the song "Tamar mepla" 
expressed in degrees according to the assumed Svan tuning as described above. Displayed are the 
mode degrees of the bass note and the intervals on top of it. The numbers in the rows below the chords 
correspond to the chord index, numbered from | to the maximum number of chords/states in the song. 
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Lamson 5. bodmgMs ,.msd9% JgRmo" boMIMEaAgbam@os, HMAMM’3 MMagHGHaM demo aMH5gQ0 V0. 
Lodmgmab mammgymo o3mMMen boMdmeagbomns, HMamhH(3 CsQgMa~Ma b3gMM 8oM39gE~ Ld 
BMEMM O3MMeEaM Lad~rgModn, M3 b9h3ggbgdn0, Dgbodsdoboe@, db63069 ~o Bomgmon 39M gd0m. 
MS6d0dE93MMds FMD syMMeoymn LAM JG yMoa~wsb JgmMab 396 boAg96gd09 abMam, démemm 
abso mobdad@93Mmdsdo boh3969d09 db63069 BgM0m. 

Figure 5. The song "Tamar Mepla" represented as a directed graph. Each chord in the song is 
represented by a labeled vertex with the first and the last chord in the song shown in green and red, 
respectively. A progression from one harmonic state to another is shown as an arrow, with the last 


arrow in a sequence of progressions shown in green. 
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Lamson 6. o3mMMeymn msbd09@93MMde LodrgMaw@b ,msdoM IgQm@mo* boMImMe@Eagbo~mos 3D 
aMoQagOb Lobam. sgmMeoyema B3qgMmgdob EmMabmbGHomyMa 3mba(309 abgamogge, M073 Lym. 
6-5. Bg9MBogoemyMHa MAM 4 3503dOMEOJdo CHMbL. LYM. Bo sh396gdb Lodegmab Lb3go@obb30 
EMMaMA g8odab asdmbobyongdob. 

Figure 6. Chord progression in the song "Tamar Mepla" shown as 3D directed graph. The horizontal 
position of the chord verteces is the same as in Fig. 6. The vertical axis corresponds to time. Fig. 6 
a-c show snapshots of different temporal stages of the song 
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Lymenn 7. bodmgmab modo dgqQmo" asdmdbob3gqm0 aMmogngo, bows3 Mammgymo 
bodmb bobdab bobdg ofggbgob, my ModagbygMos aodmygbgdoye0 Lodmgmedo dgbododaobo 
SBIMMEYMD Mobdnd~D@I3MMdd. 

Figure 7. Graph representation of the song "Tamar Mepla" in which the line thickness of each edge 
indicates how many times the corresponding chord progression is used in the song. 
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Leymsnmn 8. aMmogn3 7-09 IAM3gdIyema BAMBomgd0b aobemoagdab MgmMasbodgdyemn0 
0daZ0Ms@, MMd as~@sd339m0 Badmgdob me gbmds dobodsmyMos. Lym. 8s-%9 boh3gqbgdn0 
aMog0, bmemm 8d-%9 — Msd~m@gbyYIM a363~E9d0 dJgbododanbo o3mMegd0 badegmodo. 

Figure 8. Reorganizing the vertex positions in the graph in Fig. 7 such that the number of edge 
crossings of the graph is minimized. Fig. 8. a) shows the graph while Fig. 8. b) shows the number 
of times the corresponding chord is used in the song. 
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Lamson 9. sg3mmeymo mgmdo wo bodmgmab domag3960 mma badegmoabagoab. Lym. 9s) 
Ag769db Lodegmab damagh sbmdsdab yMmgdqemag@ob Ned bodmegmabagab ,dado3Myem0", bomen 
Lym. 96 — 9do39 3Mgdyem~@sb Lod~rgmabagab ,modoM dgQmo". mM39 Lad@egmab wobobyabo 
©d GodbobMyj~mn bohgg9bgd09 s@bad3gbam ,,B” db3069 aBgmam ws ,E” Bomgemoa egmam. bo bob 
Lobdg daymangeob, Mod~@gbxyxgMos aodmygbgdyemn 3mb3M 8 yQemo byadgbGo Lodegmesdo. 
Figure 9. Chordscape and song paths for the combination of two songs. Fig. 9a shows the song 
path for Akhobadze song number 5 "Mgzavruli" while Fig. 9b shows the song path for Akhobadze 
song number 9 "Tamar Mepla". The begin and end of both songs are shown by the generic labels 
"B" in green and "E" in red, respectively. The line thickness indicates how many times a particular 
segment is used in the song. 
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Leymsnn 10. aogMmnsbgdyemo bLodmgMgdob dom 3960 3Mgdqe@moab y39mo Lodegmoabagoab, 
AMAAMA’Z BMoQagZyMoso osGHobgdyemns ogmMeyma m|Mdab M309. LMY~ma symMeymo 
MgMdn dgwagds x%oddo 102 asbbb3go39d64em0 ogmMenbasb wo 4 daMamegn badsbo smbodbs3b 
coobobyobb (B), oobobmyamb (E), Lod@gmab omebodbdos6 wmobobyobb (S) @o bodmgmygddo 
sMsbsdbdosbo Imbs339mgd0b b9—ad968 0b (T). 

Figure 10. Joint song paths for all songs in the corpus plotted on top of the chordscape for the 
complete corpus. The complete chordscape consists of a total of 102 different chords and 4 generic 
labels indicating the begin (B), end (E), non-three voice start of a song (S), and non-three voice 
transition segments within songs (T). 
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Leaymsma 11. bodmbob M39 y3qmo aoobomabdbgdyma bLod~gmab dso~mogob smbobodbse. 
MMasbb’mdamg|dnsbo w_Mmn_gMM~@aALHosby309 abweagZgn@omyAM b9MBoe~m|db (moammgayeo 
bomdmowagbb Lode Mob) Immab bo3dome gomase@ sbobo3b dgbododabo bod@gmob domo3qd0b 
yAMagMeosdmMydgoob aobbb3039d0b. 

Figure 11. Sammon’s map for the song paths images of all analyzed songs. The two-dimensional 
mutual distances between the individual points, each representing a song, are reasonably good ap- 
proximations of the mutual distances of the dissimilarity of the corresponding song paths. 
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Leyymonn 12. dsasmamgdn 0d Lodegmgdobmgab, Mmd~mgdbo3 ofgm domosb asbbb3039d4em0 
(S5e0 aodmbobyemgd9d0) Ms WRMm dbasgbo (439@0 aZodmbobyemgd9d0) BoMIMbaxemo 
LOM IG IM|O0- 

Figure 12. Examples of song path images for songs which have very different (top panel) and rather 
close (bottom panel) harmonic structures. 
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boMdmo@agbb, my MmamM dgadmgds bobbogemm wosbadbymgdam asdmygbgdye0 odbob 
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Lodmgmab asbdogmmdsdo Lbbgyemoab 3admamgdnb bomdmdbob g96mdgboa. sdob396, Lbgeboob 
JMms@, dade Jado Logambgdde agndnodas: omob my oMo Lbgy_moab 3ndMaMgd0b ey g6mdgb6o 
AjomyMo, BsOMIZ0EO0 Ed BRIMogboMIM|dbs~@n? MmamM dmdMemdb g30dMo300 bLbgyend0? 
AmMaMM dggodmbdmam, Mgoa0Mgob ov oMo bombo, MHmdgma’3 gMHs@ JeEegmab, dom aMa3m@m03 
oMbydyemn  dmdmgmemgdob Q0d034M 30dMo(309d9? MS CsDIMyZN~e@ JEdYQEMAdodGo._  LbgAob 
306M9(30960 00 bImBgeb6bg9d9bm0b, Mmdge@ai3 abdob? do~mg (36o~@0 aobes, Mmd MobsdjOMM39 
domoema LobybSob bygbbmom\d0m (dogscmomse, d3mab da3hmambo we msH0bamaqmb 960) 
Lodmgmab aobdogemdsda dgadmgdo foabygMmb dango bbgymoab 3ndMs30960. ao3%(3ge~gdo0b 
eMmab asdmd3ab dgd3gqmdom, A396, ob939, dggdgemam dgmoab, Mmamm3 aosbbogymmMydom 
939d GMO LsGMsbb3mMHAGm bodysemydob, bdobasdGsMosbmdob gsbbobe3ms (dgMdoydJo wo 
bb3., 2015). 0d mgombobMobom, 39233939 Bsbab4M%Qd0b LabdaMgms Smemob wes ~enbsdo3~4M0 
Cnss5bmbab ya0@nMAbds bob yb 9d. 

J97dEAMIIS GLH _7dd5 CS GHMoe0i304ye~ oneom fobsb4G%gdm06 (Scherbaum et al, 2015) 
dg~@o0M 969d ag3go0h3q6o, md bbgyqemoab gndMaMgdaob fobsbyM9d0 dgn303b y3qemmo sMbmdMng 
ab3mMds(309b AImdegmemoab bdob dobob9d, 3gq9mdme bLodemmoab, ob6&mbs300b wo bdob 
ab& bbagmdob dgbob9d, Ma(3 s~amM hobsbygMgddo oym obobye~@mo, doaMod, ob939, odemgym@s 
Mddo8 JdoM ysaMoSgbdob, MHo~@aobs73 ababo oH ayM Mo JHag~ymose@ Wosdmyow@gdqyomo bbgo 
Imdmgmomoaes 6d96%9. gb mammgyemo dmdegmemoab bodmgmab 86m39bdo Mome@gbmdMng0 wo 
Mobdnd@g3Mye0 sbomo dab bodyommgdob odemggo. dmemmb wo dmemmb, dazb3ce@0m, Mmd gb 
bLOob sbo~m a%9db (:m3%4d9680M]d0b396, IMogo~mbdosba 3mz30eMo Aybogob Agemeoan Mo 
Ms BoMIMbayE ,ob3qgbHoMab" 30oyomndgdnbo wo 39dM330g30b395. 

“bes smabodbmb, Mad dagmombadsmmydmomdnb sho~mobabagab bLogymoab 3gndmMoMgd0b 
Lobbmmgdob asdmygbgd0 80M3q9mse@ Wosbemmydam 40 Beob bob ~wonbygb (od eMmabmg3ab 
AgbLsde@mgdgm = &yJ460346 wmbyd9) Boagmdobobs wo bsbedgmanb (Hagerman&Sundberg, 
1980) modmMoGmMHosdo, bs@sy dgabbogm9dmes ,bossGo3dsb9%~mb (Barbershop singing) 
Lodmgmo". doybg@o30@ sdobs, Mode@gbs@o(3 Agdmgabos (36mdom~mo, ab sfode@g omobeommb 
yrgams Lob&gdIqMo@ aosdmygbgdqyemn gmbmdgbo3memmanym bo3gqm9 Iydomdsdo. Dbasgb 
3H GH g4LGdo dobo 8m8% 6300cmab asdmg3emg3ab dobbam, 80M3Zg9e@m0 Dbasgboa 33™g30 ho3oGom 
bodomaggcmda 2015 bemob Sogmbyendo, asdmgoyg69 Mo Lbgeymoab 3ndmaMgdob bgbbomy|dab, 
AZgqeMgdMaZO SCAM Gd Z30~IM fobsbgM|dnb bamMbsbymmse ymddnbo(300. BoOMIman~@agbm 
50 33e@g30b Mode@96099 Jgm@ gab, GmIgeEaEZ gyMeEbmds Lysbymn@sb (mob yJenwsb ws 
danmow@sb) mGo bLbgs@sbb30 ®Momb fobsb9mgab. 


3) dagMm®mbsermdab com 3+9996,80M|e5 

Logymob = 3ndmMaMgd0b = fobobygM9d0 — -yZqem0bq_ — M30e~mbohabme EM 3~yI.g6 8M dnb, 
RadbaMgdob 3mbS bdo aodmaygbgdo. AggyyemgdMagn omewom bo3gqmg hobsbgmgdobaob 
ao6L6393960mM, MmoMobamambalb fobsbyM\d0 ,o¢gqMg_b" MamMm|ymo Imd~_MeEab B3~mambese wo 
Abob, M93 O38 HMdo8HyMoeo Lodsmmoab asdm36mdob wo dagmab domo bob ybSom dggobgd0b 
Lodyommadob ademggo. bym. 1 agohgg6gdb obw@agn@jomyMm dagmombadsmmydMomdsb ws 
dagMgoob BMg390b Lbodegmedo ,gemos mma", MMdgG@ma(3 hobgMamos boda moMabamamban. 
Lodsmem) Ro EmBoab dggob9d90 agogqgmes 8HmaMsdyqemn yoMyb3qemymQ0m TONY (Mauet al., 
2015). ®gdbGo bgemom obs dgy3obamo0 goacdo. 

0339909 bg80Ha BMoe@a300b Aygbozgob od abam wmyydgbGoMgd0b Modegbnd) 
BMG bdo. 8oM3g9mym3emabs, 8MM3g9bo deago3b Agbogob y3qmo do3MmGmbyMH cy 8oemb 
Ms of sadyemg|db dob Imgmamb doybodsodm (8 9d39M0M]d4yC~) Bm GBaMgdab bLob& dob. ob 
Lexymnse@ asddgoM30mg ws Mobdndeag3My~mns. AaoMes odobos, ab Anbogob ([3agyMy~@mo bobam 
sQadboM db, Mo(3 AMogzema sbo~ma abam Aybagab Agd@amIdo Codydo3ZqQd0b bLodyommydob 
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adem 30. o@badbyemab amb &Mamydab doobam, Lym. 2-9 boh3gbgd09 Lodegmal ,,gmmoe mmo" 
@obebyobo oda3zoMoe@, Mod dgbodemgdemmeds a3oq43b 30b0~mma gMa qdsbdo AgemeonyMHn(3 ~Wo 
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8MemngmbayM a-cappella Aybogoda ob&mbaMgd0b 8Mm3g9bob gMm-ghan Y3Zq9emod}) 
Imdbnd3gemgem0 obd94Go0 abso, my MmamMh gmymmdg6 wo absMfixybgd96 Mognsbm 
dagMombadsmemydMamdsbh ws &gddMg7db ob~wngn@MEMYMa Dmd~mgmMegda Cs MmammM 
aogmg6sb sbegbb dombg 5d 8Gm39bdo bogymoeMa ws bbgems bdgd0b omds (doa., Mauch 
et al., 2014). moMoabameamboab fobsbyMgd0 Aggy gdMng do3gMmeambmsb 3mddnboMgdsdo 
dgademg74d0 CEsazg6doMmMb se@bodby~mn abam obS\mboaMgd0b BMHmy3gbob IJmba®mMobado. 
Lym. 3. 33«m03 Lodmegmeb ,gmose mMeg" a30h3969db, doamed domme dhogembdosbmdab 
Imbs33gmab ~wobobyabb wo domme b9@o bdIsb. Abb3ga~m0 6y398 m0 boda J4gq~@o bebo~@do 
a30h3g69db Lodommgms msbdnde@93Mmdeb (OAH {MING_dSyemns TONY-b bodsmm gms &Mg30b 
smamMandoo) 80M39 Hsd~eg6nd9 b9ddo. ImMnBmMbGHoemyMa emyMHgzo bobQd0! oMdImse@ajg6b 
OIG MIobaMAd4yYEm = dagM_dL = BaM|ge@n boadbg9d0mM, Ma3  JoymMam|db dom dAgboSy30b 
L&obooMAyor ao~sbMsdg. (30be9M0 ws Bamge@o bobJd0 bobsboab O9~e@0 bobae~mdo Jaxyymomg|db 
Lobbomycmo jdqb&mdob JImbo(39d96b (Vassilakis, 2007) bg@o bdabM3Zab wo y39m~o bdabmgob 
JAMS, M973 JMozeembdosba IAmbs33gm0b wobsbyobodejs WAG gMdnbaMydye0 Jomemea do 
bdob d9d39md0m. 

Lym. 3-e@o06 dgndmgdo dg360dbmm, Mmd bdo 4gq30@06 Im(3qMogb dobOmdMog0 
Lodsmemab 396. boob &a9MgLbms, md gb ,es3yMgd0b gobo" ("sliding phase"), ob939, cde@ bse 
Ado, md 0M abdob o3qhSo34M dazhmambdo, doamed Lygmoe@ abdoab momabamambdo. ob 
9963930 LgbbmMymo yoyb&mdob AdDsMeEmdsb ((30be39M0 bsbo) dm3emg EMmab dJsbdamy, 
Mo(3 0b939 0339M900 y3gm@mo bdob dodbdar3 (Bamgcmo bsbo). LogbboMyemn ydyb8mds Brdogb 
dagmsda mdgM®mbgdab ymddaboMadabasb Bbomdmdbamn 84ymboMgdo0b Momegbmdsb wo 
5d08Md CWsdmazn@ ge jens bIob BAS] (996M). JgeEIas@, LybLMMyAmMo No yb&mdob 
d9(33E SEM ddgds, MmMammM3 GgddMab dai33m@mo. bobsd L630 Imd~mgmem|dd9 begds sbymds, 
bgj@5 bdob ImI~M|_Mosma symMya4GaM]ob, obymdb bLodommpb Eos &ygddMb g7ManwoMmymoe 
— sdazoMse@ dgadmgds ab&y{M3MQGoMgoyem ododsh Lym. 3. boob&Mgbmo, Mmd bbgo 
Imdmg|Memg|da3_adoggb 939Mg9496, Mo(3 demagh NfamngMadge@ do] daxynamgdb. 
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SIMIOGHYM JoMayemo gmzomyMa IMogzombdooba Agqbo3ab mgamdymgs~@mds adoda(350, 
Mod dab bogydgmoe@ dymaRn dagmomMnagea oMoes 12-Hmb4ymMo mobodom sh d3qmaMydyemo 
Bymdob (12- TET dag@mGnaa). doynbg@s30e@ odobs, GMI 39 ImbsoBGgdobmsb Iodsmingdom 
Agbogmemagan gmbbybbybsde@ 7 dogn@by6, JoMayemo yrogMoeomdnb dagmsmMoaoab (gd0b) 
aobbo3qmMgdymo daybgdo EEgbs3 sMbydyemo eEabgybogdob bLogsbos (dog., 9J3960d9, 
2002, 69M mE ws 39do80d9g, 2014). dob Jgd~Ia, G93 ¥y3gemo bIOb Lodsmmob 06QmMMIs(309 
dg0demgd9 g9MMmdbad3ZbgemMZb9E@ OYMb da~rgoyenn, MmoMabamambgydab hobsbyMms obosemnd 960 
dg0demgdo aymb asdmygbgdyemo dgemmensdo ob {M30 jMH0 Lo~a~@abe (BmMHobmb6Goem Mo 
89GL38948039) Cd s3MHEdo BoMdmrboyeon ob MZ G0 Lo~eoe@ob (g9mGHojZ0e Mo 
89GL38948039) aobbobe3Moabagab ws, 54g@06 asdmdenbsH), bomb wyEymdb saqmommoaob 
(9d0b) OIA IMdob_{dob MMa BrddmgdgoGoMyen 389Mb394Gag30@0b. 
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BoMIMbayma abFyM30emyMo Moan, Lb3gs bLa®y39d0m Mmd gmJ30m, MobdI~ 30 
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bohggbgd00 Lym. 4-05. y3qmobg dg8o~@ Abw~gd9 dadw@gan Bomdmbaye~mn 068 ]M39e%9d0 
209, 366, 498, 706, 873, 1061, @s 1214 (3968 940. gb mebs3s daosgh as~wne@goym ba3y7be@okb, 
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ao~obs33emgd0b bsodayob Lowng@ab, badommoab aobmdge. 9d 3mb& JLGdo aom3cmam obo 
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FRANK SCHERBAUM (GERMANY) 
FRANK KANE(FRANCE) 


USING BODY VIBRATIONS FOR TEACHING, VISUALIZATION AND 
ANALYSIS OF TRADITIONAL GEORGIAN SINGING 


1. Introduction 

The generation of body vibrations (BV) during speaking and singing has recently become an 
area of interest in a number of different fields. We believe that they are also crucial for a full un- 
derstanding of Georgian traditional singing. This paper consists of two parts. In the first part Frank 
Kane demonstrates how BVs and BV recordings can be used in a teaching context and in the second 
part Frank Scherbaum illustrates their use for the documentation and analysis of Georgian vocal 
polyphonic music. [Authors’ note. The first person singular “I” in section 2. is Frank Kane and 
the “I” in section 3. is Frank Scherbaum]. 


2. The use of body vibration in a teaching context 

In September 1982, I heard Georgian songs for the first time as sung by the Yale Russian 
Chorus and on the Melodiya LPs that I found in the library of this chorus when I became a member 
shortly thereafter. I was immediately struck by the energy of the songs. It was like nothing I had 
ever heard before. I quickly became something of an addict, listening to the songs for hours and 
hours! The attraction to this unique sound pushed me forward to learn more about this music: I start- 
ed a vocal ensemble dedicated to Georgian folk music, studied the language, traveled to Georgia, 
and invited many Georgian singers to France to teach people there. 

When I ask Georgian singers to explain what makes their group sound so powerful, they invari- 
ably say: friendship, love, trust, and confidence between people who sing together. I have no doubt 
that they are right, but I was curious to know how this love and friendship were expressed. I wanted 
a technical answer. In July 1997 I was in a room in Dmanisi surrounded by 28 Svan singers. As they 
sang together, the strongest impression for me was not the sound I heard, but rather the vibration I 
felt. [had never had such a strong experience of fee/ing other people's vibrations. Even after they had 
stopped singing, my body still seemed to be trembling, and the feeling persisted long after. 

Little by little a hypothesis developed: perhaps the remarkable power of Georgian singing 
was partly due to the quality and the intensity of the body vibration generated by Georgian singers? 
Using the tools I had learned from studying the Alexander Technique, among other practices, and 
with Georgian singers who were willing to let me touch them as they sang, it quickly became clear 
to me - using my hands as the measuring tools - that there was a significant difference in the body 
vibration of Georgian and Western European singers. 

I decided to apply this principle in my voice teaching. Doing experiments on my own and with 
my "laboratory" group in Paris, I found ways to increase the intensity of vibration in different parts 
of the body, to focus on this element while singing, and to become aware of other people's physical 
vibration. The results were very positive. My initial idea was to come closer to the sound that Geor- 
gian village singers have when they sing. In my opinion, confirmed by Georgians and other people 
familiar with Georgian songs, this approach brought my pupils closer to this way of singing. With 
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this experience, they traveled to Georgia and found it easy to sing and learn with Georgian singers. 

As my teaching work continued, the focus changed. While people initially came to my work- 
shops to learn the Georgian repertoire, more and more people started to come particularly for my 
way of working with the voice and the focus on vibration. Today, I lead workshops and vocal 
coaching sessions for individuals and vocal ensembles that sing Corsican, Balkan, Ukrainian and 
Romantic Era Classical polyphony, among other repertoires. They all find that this principle of 
focusing on body vibration, which I have developed from observing Georgian singers, enhances 
their enjoyment of singing these different repertoires. On a regular basis, it brings them a feeling of 
intense connection which was formerly an exceptional event. They also say that it builds a feeling 
of trust and confidence within their groups. Observing them over time, it seems to me that their 
group cohesion is indeed developing. When they sing in this way, they are sharing something which 
reminds me of the Georgian singers I have been listening to for 34 years. "Sharing" is one of the 
words that best describes this phenomenon. It is possible to listen to someone with concentration 
and to then try to precisely sing a unison or some other interval with them. But with Georgian 
singers and the people I teach, it seems like a different phenomenon, so I use the term "vibrational 
sharing" to describe an action which includes listening and, on a sub-conscious or semi-conscious 
level, attunement to the physical vibration of one or several singers. 

As the empirical results of this approach have been fully satisfying for me as a teacher and for 
the great majority of my pupils, I might never have undertaken a more scientific investigation of the 
phenomenon of body vibration and its role in singing if not for my meeting in 2011 with a person 
for whom the study of vibration, in a different context, has been a life's work: Frank Scherbaum. 


3. The use of body vibrations for documentation and analysis 

When I first participated in one of Frank Kane’s workshops in 2011, I did not foresee the 
impact this would have on my life. I immediately became infected (and still am) by the beauty of 
Georgian vocal polyphonic music, but as a seismologist I was particularly intrigued by Frank’s way 
of using vibrations in his voice work and his concept of singing as "vibrational sharing." I have 
worked with waves and vibrations for most of my professional life, so I immediately started to 
wonder about the physical aspects of body vibrations. Soon after our first meeting, we jointly un- 
dertook some "seismologically inspired" experiments to quantitatively investigate the generation of 
body vibrations during singing. The questions which motivated us were (among others): Is the phe- 
nomenon of body vibration real, measurable and reproducible? How does vibration move through 
the body? Can we test whether people who are singing together react to the physical vibration of 
the singers around them? How are body vibrations related to the audible sound? It soon became 
obvious that with modern high fidelity sensors (e. g. bone and larynx microphones) body vibrations 
during singing can be recorded all over the body. Based on travel time measurements, we were also 
able to identify bone conduction as a particularly effective transport mechanism (Scherbaum et al., 
2015). What was surprising to us in this context was the high fidelity of the recordings in terms of 
frequency bandwidth and dynamic range. For example, one can clearly identify not only the melody 
but also the singer's voice quality from recordings picked up from the ankle or the toe of a singer. 

Further tests and comparison with conventional audio recordings (Scherbaum et al., 2015) 
led to the realization that recordings of body vibrations contain all the essential information from a 
singer's voice in terms of pitch, intonation, and voice intensity found on conventional audio record- 
ings, but offer the additional advantage that they are practically unaffected by the voices of other 
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singers. This allows for the quantitative and reproducible analysis of the contribution of each singer 
while they are singing together. We eventually realized that this opens new ways to document, visu- 
alize and investigate the melodic and harmonic inventory of polyphonic vocal music. 

It is worth mentioning that the use of body vibration sensors for pitch analysis was pioneered 
almost 40 years ago (on the technical level available at that time) in a laboratory study of barber- 
shop singing by Hagerman and Sundberg (1980). To the best of my knowledge, however, it has 
never before been systematically applied to ethnomusicological fieldwork. In order to explore their 
potential in such a context, I performed a pilot field study in Georgia in the summer of 2015 using 
a combination of body vibration sensors, regular audio and video recording devices. I will present 
some of the results of this study based on recordings of two different trios in Lakhushdi and Ushguli 
in Svaneti, Georgia. Additional data and details of the analysis are given in Scherbaum (2016). 


a) Documentation of microtonality 

One of the most obvious uses of body vibration recordings is in the context of documentation. 
In contrast to conventional audio field recordings, larynx-microphone recordings capture the contri- 
bution of each singer separately and in a way which allows for automatic pitch recognition and note 
estimation with high precision. Fig. 1 shows an example of the individual pitch and note tracks for 
the song Elia Lrde, recorded by three larynx microphones. The pitch and note estimation was done 
with the TONY software (Mauch et al., 2015). The lyrics were manually added to the output file. 

Several advantages of documenting oral tradition music this way come to mind. First, the 
process captures all microtonal details of the music and does not force it into a possibly inappro- 
priate (tempered) notation system. It is completely transparent and reproducible. Furthermore, it 
documents the music in digital form which allows subsequent processing in a multitude of new 
ways. To illustrate this further, fig. 2 shows the beginning of the song Elia Lrde displayed in a way 
which allows us to see both the complete melodic and harmonic content including all the microtonal 
details in a single plot. 


b) Intonation and communication between singers 

One of the most fascinating aspects of the intonation process in polyphonic a-cappella music 
is how the individual singers find and maintain their pitches and timbres and how their perception 
of their own and the other voices influences them in this process (e.g. Mauch et al., 2014). Lar- 
ynx-microphone recordings in combination with regular microphones can help in monitoring the 
intonation process in an interesting way. Fig. 3 shows again the song Elia Lrde, but only for the 
beginning of the polyphonic part and only for the top voice. The dense dotted line at the bottom part 
of fig. 3 shows the sequence of pitches (determined by the TONY pitch tracking algorithm) for the 
first few seconds. The horizontal blue’ lines show the pitches of the determined notes with the red 
error bars indicating their corresponding standard deviation. The blue and red traces in the top part 
of the figure show the sensory roughness values (Vassilakis, 2007) for the top voice and the mix of 
all voices, respectively, which before the onset of the polyphonic part 1s determined solely from the 
contribution of the middle voice. 

From fig. 3 it can be noted that the voice slides to the target pitch from below. Interestingly, 


‘Photos in the appendix are black and white. Coloured figures are available at www.symposium.polyphony.ge 


Using Body Vibrations for Teaching, Visualization and 
Analysis of Traditional Georgian Singing 193 


this "sliding phase" is so soft that it is not really audible on the acoustical microphone but is clearly 
detected on the larynx microphone. It coincides with a short time of increase of sensory roughness 
(blue trace) which is also observed on the mix of all voices (red trace). Sensory roughness measures 
the amount of beating generated from combinations of overtones in a sound and 1s therefore related 
to its sound color (timbre). As a consequence, a change of sensory roughness will be perceived as 
a change of timbre. Fig. 3 can therefore be interpreted as showing that while tuning in to the other 
singers, the singer of the top voice adjusts both pitch and timbre at the same time. Interestingly, the 
other singers do the same, which points to a strong mutual interaction. This feature was consistently 
observed for all voices during intonation. 


c) Tuning of traditional Georgian vocal music 

Part of the distinctiveness of authentic Georgian vocal polyphonic music comes from the fact 
that the underlying musical scale(s) are not tuned to the 12 tone equal temperament scale (12-TET 
scale). While this observation has found a consensus amongst musicologists, the particular nature 
of the Georgian sound scale(s) is a topic of ongoing debate (e. g. Erkvanidze, 2002,Tsereteli and 
Veshapidze, 2014). Since synchronized pitch information from all voices can be derived unambig- 
uously, the analysis of larynx-microphone recordings can be used to determine both the interval 
sizes in a melody (horizontal perspective) and the harmonic interval sizes in a chord (vertical per- 
spective) and hence contribute to the determination of the sound scale(s) from two complementary 
perspectives. 

The harmonic interval set, in other words the set of concomitantly perceived intervals, was 
determined only from those pitch samples from the complete pitch tracks of notes (as determined by 
TONY) which have a minimum duration of 1 second and for which the first 0.4 and the final 0.25 
sec were discarded for the analysis so that the focus is on intervals which could be called "stably 
established" by all three singers. The resulting frequency distribution is shown in fig. 4. The most 
prominent harmonic intervals appear at 209, 366, 498, 706, 873, 1061, and 1214 cents. This cor- 
responds to a slightly sharp major second, a "neutral" third, a pretty close to perfectly tuned fourth 
and fifth, a "neutral" sixth and seventh, and a slightly sharp octave. 

In contrast to the harmonic interval set, the determination of the melodic interval set requires 
the estimation of the pitch step sizes of successive notes in each of the voices. In this context, all 
note durations (not only the long ones) where considered. The resulting statistical frequency distri- 
bution is shown in fig. 5. The dominant melodic interval for all voices and all songs is on the order 
of 150 - 170 cents. In addition, one can see that the pitch steps downward are systematically smaller 
than the upward steps in all songs. 

Based on the preliminary analysis of a subset of the recordings of the Svaneti 2015 field 
experiment, it seems already justified to say that field recordings of body vibrations can provide 
new and very valuable information for the documentation and analysis of vocal polyphonic music 
which would be difficult to obtain solely from conventional audio recording setups. If the difference 
between the melodic and the harmonic intervals turns out to be a real and robust feature of tradi- 
tional Georgian vocal polyphony in general (which needs to be tested), it may be that the various 
proposals regarding the "Georgian sound scale" are not in contradiction but rather that they capture 
different aspects of the sound scale, namely the melodic and harmonic aspects, respectively. For the 
moment, this is only speculation based on a very limited data set, but the hypothesis seems worthy 
of further investigation. 
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Laymenn 1. bLodmegmab geo. mme@9" (Amd~gMengdn: abd gamaRobo (Bomenac)', a0am 
hoba gemnobo ((30bq39M00), INMse RM(36ge@m09bo (ds30m) dagMomboadsmmydmMagza 893900 
(s) Ms Sb—rBaMydyema 893900 (4). Lodsmemg do de3gdyqemne (3968 9ddo dgRoMe@gdom A2 
(110 Hz). 

Figure 1. Pitch tracks (a) and annotated note tracks (b) for the song Elia Lrde (singers: Islam 
Pilpani (red)’, Gigo Chamgeliani (blue), Murad Pirtskhelani (black)). Pitches are given in cents 
relative to A2 (110 Hz). 
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Leyymsmn 2. Ige~mmeayMa ws BoMIMbaYx~Ma DgZds@aAgZbErmds LodEgmab gms MMe)" 
@obobyobdo. dog0, Bamgm@mo wo (3abyRgM0 by3gqGomn bod9d0 agohggbgdb dobab, dono bdobo 
Md jes bIob Lodsmemg|dMHng GMg3g9db. bagh(399d0 Jno eo Dge@o bIob ImMab wo dobbs eo 
dao bdob dmMab EoeygMamns bdsms dmmob o6 8 M30 gd0b Low@a@ob dgbodsdaboew. bo3h 39 
dobab bdob 43qd omab Imbsdymo Ed EoyQMam~mna dobbs Es Hg@o bIsb ImMab sMbydyeo 
ab MZ0eMgd0b dobododobog. 

Figure 2. Melodic and harmonic content of the beginning of the song Elia Lrde. The black, red and 
blue dotted lines show the pitch tracks for the bass, middle and top voice respectively. The spaces 
between the middle and top voice and the bass and middle voice are color coded according to the 
corresponding interval size between the voices. The space below the bass voice 1s shaped and color 
coded according to the interval between bass and top voice. 
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Lamson 3. bj~@0 bIob wobsbyobob bdob GMg30, Bj@o bdobs es y3g9mo bdabmgab bybbmMm yao 
yoyb&mdob &Mg3m06 9Mmoe. 

Figure 3. Voice track of the top voice onset together with sensory roughness track for top voice and 
mix of all voices. 


Leymooin 4. bodmgmgoob gems MMO", .V%AMA00", »3ZOMOS", COE] Cod ,MO8M" (sbyem9d96 
abemed gama@sbo, aoam fodagmosbo wo dAQMoe@ 30% (3690960) y3gmo somdmbaymoa 
ab _MZ0Emob LabdaMams aobsbamgds. qdo~memgyba baMBam~mgd0 (BsMobyobeqMo 69900) 
bomdmadbgd0 13, 209, 366, 498, 706, 873, 1061 ws 1214 (396Gb dbod3b6gemd qdob 
d99mb6393000. 

Figure 4. Frequency distribution of all harmonic intervals obtained by analysis of all voices in the 
songs Elia Lrde, Jgragish, Kviria, Lile and Riho sung by Islam Pilpani, Gigo Chamgeliani, and 
Murad Pirtskhelani. The peaks (orange disks) occur at values of 13, 209, 366, 498, 706, 873, 1061, 
and 1214 cents. 
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Lymoenmn 5. bodegmgdob ,gmos MMe", »xXaAMoa0d", 4g30MOS", CaM] Gs ,Modm" 
(sbye9d96 abemsed = gama@sbo, goam fhodagmasbo wo InMo~w 30% (3690560) y3gmme 
Igmmea yma ab M30mab babdaMams asbsbamyds. boMabyabagma bMagGd0mM Imbodbyy~mo 
IsOmgaba BIMGoemgd0 (Bqe@s LyMsmn) BoMdmofdbgdo 15, 163, 298, 462, 504 wo 691 
(396Gab dgdmbgqg30dG0. qdomegba db3qM30emgd0 Womdo3zemoa AmdMomdob aobobo~mgdobob 
(Aq5 Leon) yooode@gds 16, 152, 287, 463 ws 513 (396Gob Igdmb3q30d0. smds3zoqmo 
ImMdMomdab (439e@0 Leys00) asbsbamgdabsb asdmyg3gmama ndo~mgba b9m8o0em 960 
yormade@yds 15, 169, 304, 460, 502, 584, 691 (39680b dgdmb3q30do. 

Figure 5. Frequency distribution of all melodic intervals obtained by analysis of all voices in the 
songs Elia Lrde, Jgragish, Kviria, Lile and Riho sung by Islam Pilpani, Gigo Chamgeliani, and 
Murad Pirtskhelani. The peaks, marked by the orange discs, of the overall step size distribution 
(top panel) appear at 15, 163, 298, 462, 504, and 691, cents. The peaks in the distribution of the 
downward steps (middle panel) appear at 16, 152, 287, 463, and 513 cents. The peaks in the 
distribution of the upward steps (bottom panel) appear at 15, 169, 304, 460, 502, 584, 691 cents. 
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LASHA MARTASHVILI 
(GEORGIA) 


A SYSTEM FOR THE FLAWLESS NOTATION OF 
GEORGIAN POLYPHONIC FOLK MUSIC 


Nowadays one can rarely encounter completely authentic performances of traditional Geor- 
gian songs. As the traditional lifestyle has been vanishing, the performances violate the most im- 
portant principles of folk singing such as syncretism, upper voices soloing and others, but there's 
more to worry about. All the requirements of traditional singing can easily be fulfilled again upon 
one's wish, but singing in the original tuning cannot be accomplished widely again. Our ears have 
already been accustomed to the modern equal temperament thus making them proficient in micro- 
tonal music again will require a great effort. This should not be keeping us from learning, restoring 
and conserving our treasury in its original form. By conserving I mean storing songs unambiguous- 
ly and laconically converting them into musical text, not audio recordings. Almost all the classical 
music has been converted into digital form and the rest can simply be digitized at home by using a 
scanner and specialized recognition software. It's very important to digitize all the folk recordings 
archive in that manner. So, what's the difference between digitizing of audio recordings and notes? 
There's a very big one! Notes themselves are already encoded thus inherently digitized types of 
recordings bearing the essence of musical pieces in contrast to audio recordings, more capable of 
carrying emotions. No matter Karajan is directing or Toscanini and no matter what is performed — 
Mahler or Wagner, the musical idea, or text is coming from written score. 

In most cases we may get excited by listening to the field trip records covering prominent vo- 
cal abilities and performance manners of the authentic folk singers, but for harmony study only the 
musical formulas have to be obtained and analyzed, not the aesthetic feelings. To do that, we need 
the system for writing down of the deciphered formulas from the songs note wise. Only relying on 
unambiguous and comprehensive notation can lead the musicologists to the creation of truly Geor- 
gian folk music united theory. I think our treasury deserves to have its own theory rather than lend 
completely incompatible western one. The songs also do deserve to be transcribed and performed 
without distortions. Although being very late, there's a sheer necessity to have Georgian songs flaw- 
lessly notated. Thanks to God, two of Malkhaz Erkvanidze's discoveries — Georgian tuning scale 
and modal key modulations lay the foundation to the notation system. 

Unfortunately, the standard for microtonal notation does not exist, but even if it had existed, 
it couldn't have encompassed Georgian singing unless it had been specifically tailored to it. Clas- 
sical notation scheme with additional markings is not sufficient to cope with micro tonality and 
modal key modulations together. Classical music, equally tempered or older, can be easily put to 
notes since there's a one to one relationship between notes and tones. The pitches in any classical 
temperament are predetermined and constant at least within an instrument or a musical piece. Equal 
temperament was adopted in order to have all major and minor scales sounded equally and allowed 
arbitrary modulations. The historical intervals and tunings were sacrificed to the freedom of mod- 
ulation. 

Georgian musical creativity went on its own, different way. It never confined to the instrument 
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and is free from the absolute pitches thus conserving the intervals intact. Not only it is negligent in 
choosing of the starting pitches for the songs, but after the modulation it actually does not care if 
the pitches in the previous part before the modulation are obtainable at all until the end of the song. 
The strict requirement is to maintain the purity of the relative modal scale (i.e. intervals). To fulfill 
that requirement, it adopted a so called One Note Assisted Modulation (later referred as a Georgian 
Modulation) — a modal key modulation, during which only one note (Modulating Note) retains 
its pitch and all the others in new mode (or modal key) are calculated according to it. The relative 
tuning remains unchanged, but the absolute one always changes by performing a parallel shift up 
or down. To say simply, the reference frequency of the whole tuning changes 1.e. the whole tuning 
scale swings up or down. This is not a rare event, observed in comparing different songs or different 
performances, but an intrinsic feature of every single modulation of any Georgian traditional song. 
Obviously, the classical notation system cannot represent such a swing of the tuning scale. In a 
classical notation using clefs and accidentals there is a place for 12 notes per octave on 4 lines and 
between them. These numbers are too little for Georgian music. 

According to Erkvanidze, the Georgian tuning is based on a combination of two identical 
tetrachords (fig.1). He says there are two most widely used modes called Joined and Split. Joined is 
formed by sticking the tetrachords together, while the Split has a 204c gap between the two, hence 
the names. The first and last notes of the Split Mode are octave apart. As you can see in figure 1 both 
of them are just different views of the same 7-tet called Georgian Tuning (GT). All five remaining 
Georgian modes are contained in GT pretty much the same way. 

Unless the relative structure of GT is compromised, we can arbitrarily choose any note in it to 
assign any pitch and call it Reference Tone (RT). Then we can sing other notes by assigning them 
pitches reckoned in reference to RT, not unlike solfege with movable do. This is what happens in 
Georgian modulations: one note, called Modulating Note preserves the pitch and becomes the RT 
for the new tonality. Either mode, or tonality, or both of them change, but eventually the GT always 
shifts, sometimes leaves all the other note pitches behind and introduces new ones. In a particular 
case, when the VII degree in Joined Mode modulates into the I of either mode, then all the other 
notes acquire new pitches, not presented in the previous tuning. In mutual modulation between 
Joined and Split modes with common I degree, I, I, III and IV degrees retain pitches and only 3 
new notes appear (fig. 2.b). The measures of intervals of GT in cents have a Greatest Common 
Divisor equal to 2, which means, that any pitches 2c apart are potential candidates for becoming 
the part of the scale after number of modulations. There are 600 such pitches in an octave! In a 
single classical modulation maximum 5 new notes can appear but irrespectively of the number of 
modulations, there are total of 12 notes per octave, as it is designed so. On the contrary, GT walks 
around among 600+ pitches per octave (although only 7 of them are contributed to the mode at any 
given moment). There are no accidentals in Georgian music; modal tonalities (or modal keys) are 
exclusively stable, not having notes borrowed from others. Each modal key appears at the start of 
the song or after the modulation and lives until the next modulation, then disappears and gives a 
birth to other having shared only one note to the previous and next ones. The cycle repeats as many 
times, as how many modulations there are in a particular song. Certain sequence of modulations 
may happen to result in returning to the starting modal key. 

The enormous complexity of presenting such a huge number of potential notes per octave 
may be evaded by directly applying the Georgian modulation principles to the notation system. 
Let's implement the first — the mode 1s invariant, but may appear starting at any pitch. In classical 
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notation, the equidistant lines result in varying interval diatonic scales. The position of clefs and 
accidentals define the sizes of intervals. Considering that historically the classical scale was also 
microtonal, there's nothing new if we adopt staves to represent GT. Any modal key can be started 
on any line just like classical clefs can be placed arbitrarily (ex. 1). To distinguish between Georgian 
and classical notations, we can put Georgian letter - ,,|” (pronounced as "qani") in place of clef. 
To denote Joined (,,d96ydjeo“) and Split (,,a0yme3omo“) modes, we can use their corresponding 
Georgian initials ,d“ and ,a“ (pronounced as "shani" and "gani", respectively). We can place ,,d“ 
and ,,a" arbitrarily on any line or between them applying "flat" sign aligning rule (ex. 2). The 4-th 
and 5-th staves in example 4 are identical as the interval values show. The example illustrates how 
we can use ,,d" and ,a" interchangeably. We could've been using either of them exclusively, but 
from a musical point of view it is more preferable to use both of them. 

As for the static case, without modulations, everything is pretty easy and clear: ,,“ indicates to 
the use of Georgian tuning and notation to be used and ,,d“ or ,,a“ denote the relationship between 
the lines and the notes of the mode. By introducing two more parameters we can fully represent any 
modulation. One is the modulation note itself and the second 1s the degree of it in the mode after the 
modulation. We only need to add one Georgian letter ,,d“ to the system to indicate the MN degree in 
the current mode and indicate its new degree by placing new modal key sign accordingly. The sign 
,0 and new modal key sign must be placed right before the modulating note, or on its correspond- 
ing line, if the note itself is not present. Any song, which complies with the Georgian traditional 
tuning and modulation principles, can be flawlessly notated this way. Since there is no polytonality 
in Georgian singing due to the strict "modal thinking", all the modal key and modulation signs must 
be placed on all staves. 

Let's discuss example 3 in more details. First of all, not only this example but all of the rest of 
the Georgian notation examples show how we simplify the writing (but not transcription process 
itself) and how clearly the modulations are depicted, not to mention the ideal correctness of the 
musical text transference, of course, if the original piece was really Georgian traditional and the 
transcription was done correctly. In addition to that, this example highlights the function of "Zili". 
The instrumental songs must rely on restricted set of modulations compared with the a-capella ones 
(Martashvili, 2015:5). In the song — "Rejeb Khani" we can spot that sort of restriction applied to 
the whole song resulting in "Zili" dominance. Zili-s corresponding note becomes the MN in every 
single modulation throughout the song ("F" in this case, symbolically). Actually, the restriction has 
the "negative" results, as the song becomes more beautiful by combining of many different modu- 
lations: I-VU, VIU-VI, VI-VII, VIU-I. In my opinion, all these modulations could not be depicted any 
better than they are in Georgian notation. 

So, why "Zili" becomes the MN every time? The answer is simple: "Zili" is the only string on 
"Chonguri" that can produce only one pitch and it's the best way for the performer and theoretically, 
also, to assign MN role to it in order to preserve its pitch. 

The examples 4, 5 and 6 are all transcriptions of the same authentic piece. As you can see, 
the first one uses a classical approach while the others employ the Georgian one. In the "classical" 
one the fragment starts in mi-mixolydian, then deviates to mi-dorian, then, at the end of first bar, 
modulates into re-dorian, then again into mi-mixolydian, fa#-mixolydian, fa#-dorian and returns 
to mi-mixolydian in the eighth bar. There are plenty of accidentals to represent all these modu- 
lations, but that's not the most important. The problem is, all that analysis is completely wrong! 
That's because it relies not on the original song, but on a principally incorrect representation of it 
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— the classical transcription. Transcribing Georgian folk songs using classical approach introduces 
irreparable distortions to it if applied to more than a single note per song! On the contrary, infinite 
number of notes and modulations can be flawlessly written note wise by using Georgian notation 
system (ex.5 and 6). These almost identical writings demonstrate the nuances of using the Georgian 
system. The very first modulation in the middle of the I bar, is shown differently in the examples. 
"Technically" they are both correct, but "musically" the second version is more is closer to seman- 
tics, by indicating that the tonic does not change, so is more preferable. In addition, the absence of 
the modulation sign ,,d“ in the second example represents the only exception to the rules: in the case 
of modal modulations (modulations between Joined and Split modes with common tonic acting as 
MN) we can omit the modulation sign. 

This Georgian notation system is entirely based on Georgian scale and modulation principles 
discovered by Malkhaz Erkvanidze, but is viable for using with other tuning systems too. There 
are many researchers and composers throughout the world, who are continuously adopting new mi- 
crotonal scales for theoretical purposes or versatility. The proposed notation system and Georgian 
modulation principle can be adapted to any 7-tet with no effort and to any other with some modifi- 
cations, so it may prove useful for them, too. 

Since the system for notating Georgian folk music does already exist, it highlights the im- 
portance of having Georgian names of notes, intervals, remaining five modes and some most fre- 
quently used modulations. All these together would lay foundations to the studies of real tradi- 
tional Georgian harmony for researchers and for the solfege tutorials for students. Although only 
theoretical approach and writing system will not be enough for people accustomed to ET music. A 
very practical tool like a computer program, adapted to Georgian harmony, or a standalone musical 
instrument can play a key role in process of learning Georgian music, like a pianoforte does in 
learning of classical music. In the last appendix (fig. 3) I brought the complete mathematical model 
of explained above in algebraic form, which is enough to create both such tools — the software and 
the instrument. 

The first instrument with working principle analogous to Georgian modulation I called "PUA- 
MI". PUAMI is a Georgian acronym with the meaning of universal non deterministic improviser 
with microtonal modal modulations. 

Strict modal thinking together with polyphonic modal key modulation principles employed by 
Georgian traditional music contribute to the lesser role of the instrument compared to vocals and is 
the reason why Georgian instrumental ensemble has never existed (except for the only exception of 
playing two pitched instruments together - "Chuniri" and "Changi")(Martashvili, 2015:2). It's quite 
reasonable to assume, our ancestors would have thought of playing the instruments in an ensemble, 
unlikely to the orchestra, but just like two improviser soloists as in the songs. Unfortunately, it could 
not be realized until the era of digital music synthesis. Can you imagine a mechanical instrument 
capable of producing more than 600 pitches per octave and still being feasible for handling? The 
only instrument compliant with Georgian harmonic principles and as unrestricted and free as the 
vocal chords are, must be electronic one. This is what PUAMI is meant to be. All that theoretic stuff 
about Georgian notation will not remain only in theory. The notes, written in Georgian way will be 
directly playable on PUAMI. I hope, foreign researchers and composers will also find it interesting 
and useful, but for me the most important is that PUAMI can revive our folklore! It will be possi- 
ble to improvise on the instrument with the degree of freedom, comparable to that of singing, and 
never violate the sensitive rules of Georgian traditional music at the same time! The composers, 
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equipped with the Georgian notation system and PUAMI, will be able to write and listen to music in 
traditional sounding, hopefully creating new pieces to be regarded as traditional in future. PUAMI 
will become an indispensable companion to the researchers willing to flawlessly transcribe Geor- 
gian music. The formulae of old Georgian polyphonic masterpieces can really become deciphered, 
studied and preserved in the digital database at last. 
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Laymonn 1. Ha HMofmMeagdom dgMbydyemn CS aoymRamon ga~mydoab da~gds 
Figure 1. Combining Georgian Tetrachords into Joined and Split modes 


17? 72 17? | . 17? | vw 172 
———_{ }--_—_—_ Kee He —__—{_ }j-—____ 
P 154 | dao fyd-s reo 154 154 154 14 
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Lamson 2. 30M A®mbsemmdgdob LboagbyMadob Ladomemggdob dgmomMyds a39Mw@na39Me 
Figure 2. Side by side pitch comparison of degrees of different modal keys 


d. dgMbydemabs wo aoymRamoab ogoynMmds (®mbo3ob oMAg3a0b aAoMOd) 

a. Identity of Joined and Split modes scales (only tonic assignment differs) 

d. dgmbydqemab Vil Loagbymam dmeymamyds aoymeRomalb I-do 

b. Modulation from the I degree of Joined Mode into the same one of the Split Mode 
a. dgmbydqemab Vil Loa gbqmam Imenmamgds dgmbydeemabs3g |-do 

c. Modulation from VI degree of Joined Mode into the I of the same mode 


yo3gmoa ,bobab sMe@sdmb3930° 330h3969db ImeaxymoaMadabsb Fomdmdba~@m sbo~m dagmob. 
d-do obgmns boda, bmamm a-da — 94gbo. 
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Each unaligned line represents newly appeared notes brought by the modulation. There are three of 
them in b and six in c. 


dogscmaan 1. MMH BemobagyMo@ 933030MgbGyMo Oro 300. 
Example 1. Two equivalent classical notations. 


dsasmaan 2. Jomayemo, gmobogyMa wo bb6ge smbadgbgdob oMMg30 domemme bonmyb&Mo- 
B0MO. 
Example 2. Mix-up of Classical, Georgian and other signs for illustrative purposes only. 


f I Il I IV V ¥I WII I Il 
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Pm EE ———SHBLE J E 
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a oF 2 . 
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5 
| V VI Vi I II Il Iv Vv VI 
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dogocmaan 3. 69643980 Lodmgmnw@sb 9%96 bobo, RobgMamoa JoMaynmoe. 
Example 3. Fragment from the song Rejeb Khani in Georgian notation. 


dagm 


Meamob" 
6w 


=K2XT3U8T-6w 


Bsd~MgMa OIAMACMO SMamMmedsb, asdaQMymo , 3emoboa3yMoe". 
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Example 4. Schematic presentation of a fragment of Imeretian "Alilo", performed by authentic folk 


dsascmaain 4. b4gdoGyMHa sdmboMoe@a syMgbH AH Qmm3mmMym sbboddm 
ensemble "Odila". Transcribed classically. 


sbboddmab aodmb3emes oboe ym: https://www.youtube.com/watch?v=K2XT3 U8T- 


Watch the original performance here: https://www.youtube.com/watch?v 


tonal sign. 


"shani" modal- 


tat | 
al 


transcribed Georgian way using only 


J} 
& 2 
PTs 


5. The same as above, 


dogommann 5.03039, 9/3 BIIMO, BodoQMycmo wo hobgMama JoMaymoe@, 3a~mM-SmbsemynM 


Bodbse@ dbmemme dobob godmygbg60m. 


Example 


nad 
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doascmnann 6. 023039, M3 ‘Dg9dmMam, MMM39 gom~mm-BmbsemyMoa bodbob asdmygbgd0m. 
Example 6. The same as above, using both modal key signs. 


LT -1724, dd = -172¢ 


YyNMSOM JOS dooqi30gM, MMMM 0(33~Mg7d0 Hmbagob bodsmemy) dmeaymo3agdabob. LH yao 
d3Ms MaMM ImA(3q30bob dgo@agbb +32 (3966. 


Pay attention to the tonic pitch deviation during modulations (shown in cents) resulting in net shift 
of 32 cents upwards after each cycle. 
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Lymonn 3. JomMaymo ImeoEyms309 smagoMyema Lobo. 
Figure 3. Georgian Modulation in algebraic form. 


2M 8 IBMoJrmMensbo" bodsbabm 8o0Mdg8Myem0 


39d GM 
Base parametric vector for double tetrachord 


a=-172 

b=-154 
dgMbydye~mo 3a~mmb boMdImdddbgmo doMa(30 
Joined Mode forming matrix 


yp (Oc y) 
ay la a>) 


89MaMe dM (mJ 8o300) Bobs(33mgdo0b 380M009GMyem0 


39d 8M 
Shift by period (octave) parametric vector 


o = 1200 
|4a+2b\|<o 
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ImdMybgdob doGMa30 
Pivot matrix 


P(m,n)y = 04,0 


lm. 


So oat SS S465 -O-8 


Imeem 300b doSMa30 
Modulation matrix 


M(n), = J; -H(n-j-1/2) 


— 


H(X) - 8g30bLs0@ob Log gbyMabgdH0 64/3009 
HH (x) is the Heaviside Step Function 


Sooo oo! 
-cocco$csa 


bobygobo 69d 
Initial Tuning 


bymdob go%@oJdbs M-~@o6 n boagbyMHdo Ame- Sia = P(n,n)S; +M(T +0 ,zeZ 
nomamgdobsb 
Tuning transformation from m -th degree into n -th 
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II65 30MHGQ0L0 
(ILGCEION) 


LOAZBQNANL 89GoMHdLISN: SOLON bMBoMN MdM6IdNL JMAIISNIMN 
R960MId0 LIGML SHOSQNGNSdN 


CdGHoMgd0b yobMo domBoyS-QobyG0 CoMdmdemdob boe~boabmgsob (goMgemngem gd0, 
3q8b960, aymMMosbgm dn, 3m d0 Co gb&mb9e950) 3oMao@ Mab (36mdn~@o. gb&mbgmdo 
MoGaMydob HMo~@0(309 EM|I@]s dadmboby~mo bya®Mb bo~mbdo. gb gbhSmbgmms 8o8oMo 
gomba3gyMma =xyaygQns, Mmdgma(3, doahoms@se@, bLodbMqm-smdmbo3gmgm  gb&mbgmdo 
dabsoOMMdb Ws daggyMBZbgQd0 dgMdby~m doMMmdswonw@|7dmyNM g3Emgboob. dsom~m@Pogem- 
R690 bommbob (ws, 5236939, domn B80M@ds80M0 IAZBMa~y|dob, MyAbgdob) Yymoodo 
MoGaMydoab yobMo wozogdoMyoxyemn aym bod GaG®yjomyM aoMgadmgdobasb — Cwobog M3900, 
qoombama ws YoMabye3gdob 6 MggMyG dob aoiom|ds. y3qmo ba9dma fodmamgmam 
LoS yo(309d0, E98oM{do0 Lame {dM Jomgydob dagM ws, HMow@a3oymoe, boMdImMo@agbwos 
bLmamm ygobmb. baSmb woSoMgd0b G®Moe@ayoo0b b38g30gQag3qQMo MogabgdyMqdo oboo, Mmd 
by Gmb woSoMgdob goM33g94e~m bobgmdgd0 — doframs@oe@, boJmMbamm modgb&mg60 — 
LH ymeogdmeos axybeoob dagm, MmamMH3 Jho3go~@mbdasbn wWoGaMgdo. bobsdeo dM] L&oGoodo 
Aob3nbamMs3M BoMe@(33~mama Jocmodgzomoab bodammgnsHe 3gmemgd GoyM ooGoMgdob ba Smb 
boemboab dogm. 

LaGmb HMoea3oyEm 3qymByModo Es8oMgdob yobMb qeooegbo dbodzb69emmde 34mbe@s, 
aobbo3zqmMydom Jomgdabmg3ob, Mo~@asb, 03 aby dmMaqq~m boMbyemdo, yro3gm ba8mgm 
Joomb bo dgdemgdme@o dgghhymgdabs EsGHaM]d9 L6gs@obb30 36mgMgdabgyE La®yo(30odo. 
sdabomg0b dob gomMegdmes IAgdgMIgAHy3q9e~mgEe0b wooMo. cmodgbSmgd0 Comdms@agbewo 
0d8MMZ0b9(309b BoMH3B394EM0 BMose0(300b JabjeE30M EobyMa~ aMdgm Hy JbG og, MMIAgea(3, 
ms30b dbM03, qbes dgbsdgdmeEs BmbgM|ZGy@ LoS jor3oob. baS®mgmgd0 sddmdebgb: 
30595 38(3900 GHaMsh MZ0eMgd0M, b-rE~mM Joemgdo GHoMasb baShy3gg9d0m". ba®mgemoa Jocmgdo 
CAWSO sgQobgd@bg6 ,baGy39d0m WsGaMgdob" 39MdomyM Ed odBMMZ0bs(30NE~H ooM|db. 

amambsb dagm bobdbmasemgdab bobsdg 80M3q9mo~@ dgbMmymgdymo woSoM Jd, 
Amam™M3 Bgba, dabo JoMmbamoa oym. s9GoMdoma obMymgde@s boJmMmbomm mosdg68mb 
mo30b dgamdMgdmeb gMmoe@ (b4&mge9d0 dom 4qbm@ 9696 podruskid — bo&y30, MmMdge@0(3 
bobybbgdne Mybeyemogsb). 89Ho9Mdomo degmob body306 bdob, nd8GmgnbaM|db Gydb8 bg, 
dabo dgamdMgdn 30 adgmMgd96 BJLGHLb_ smmogmboyMow@. amambsbogab gb daGoe 
Lodebybobagdemm LoS yo(308 aym, Mo~@asb, MmammM3 Lamb modgbGHmb SHMog@a3oo0b 
0 330930M0 = 30039 «= LoM3gn 8d Gya3gdb, ,e@oGaMgdob 8Mmr3gbob  8Gmagbombsemobdo 
SOSLAHYM{d@o sbomasbMes amambosb gnbn3ZqM, OOH em_IHQoomyM wo ber3on.myM 
ImMAbagQ_dy~mdob, Job Absmdeb dgQgMMIJdMeEs IMoBMEeEaMMs Lodmas~@mgydsb" (Sarv, 2000: 
290). 


wbLoGy39d0mM wsGoMHd9,, (GMoe@agayemo GByMIoGmEmanam sono ikmine), ob939, 
Logome@goyemm =~ aym = bomgbogob = @ogMdoemaabob. dbmemme ba®y3960m woGaMgdo 
asbabamy{dme@s bomgbogab aoMe@s(330mgJd0M AodIMb3q4yjem0 Lagc@0b gFagddoMn® badboew. 399Mo 
806Mb wos 30039 LoMgab dabje@30m, baSmb j3ymBymModo, bobg7bq aym ,cmodgbSmd4Mo 
HMse0300b BmemgdGoayMo 3mbMmemo* — ,sjeoG®mMos (. . .) yyMoemg|dam Josy39dme@o 
mod968mb* (Pino, Sarv, 1981: 46). eoboamo3g9dab mdg68mgd0, AggqyemgdMng, LaNmMeoOJdmMe@o 
aoMeos33mamab bomgbs30 Jomgdob dagm. godmbs3mabb Bomdmo@agbw@os sbomasbMos, 


Lo3gcomoab 808oeMdmgdn: aobombm3emMo amambgdanb gmemg4Gonmo 
MoSaM do bagmb ®Mose@a(309dGo0 215 


asymbmg3oMa Jocmoab wojgMdomg3s, bo~ws(3 goM@s(33~moamab sbemmd~mydao wos, sMs JoMB 
Bomgbs3960, jmmgGoymoe@ sbMymgde@bg6 woGaMgdsb, Mmdgmay dmagoambyd~@o 
qeombamoab modg6Gmb. ombgdmdb (36md9d0 adob dgbobgd0(3,. md ~—Jocmadgaegdn 
SLM 7m 960676 CEoGaM {dob Mognsbmo CIJ~@Jdab CwWobsq0M9395009. 

SboemgasbM@o docmadgomoab Wd3Mdosemg309, HMsO0(304Mo@, ob30M@JdMe@o 
qoaombamms6 — gb boMdmo@agbms mogabgdq4Mm JmMbabgdob bLog3c@ammesb, Mo~@asb 
0b939, MmammM3 JroMboabgdobob, amambs &m3gq9d@o0 DJdmd~moyMH bobemb. od dgdmb3q30dG0 
MobsgQm3zqdab MaG®yWomo M0~M9(30M 8a93@0 boJmMbaemm Ma®yomb. amambydo0, mde~mydn3 
CdNGaMIdE6j76 Mo3Z08bO aoM~es(33~m0~M AgamdoMb, shMym|de@bj76 389GHoMdmoab Ijamdmoab 
Ameab (asdmaMAgmeby6 dbnd369e@mm30bo (3636900), Jaombomob dbas3bo@, dom 
9(332D Loe@mgbobboy~mm Gobobsdmbo es dmabbgbogdme@by6 podruskid. se. g3egboo0b396 
©d boboamomb396 dadogom absb9 (369609 dgddqema qMad0 ImMaxymoa oym sdMgdqIdoM 
MS AsME33~m0m0 Jomadzgamab MogbodyMo30m; bobosbemy wogQoeMy~ma oym sdMgdydab 
AsoodbogQoMJdemnm; bME~mM (38039 daS4mbeEom ba Amb b3g(300myMa 39%(36emob avyymbodby30 
sdlg. djamdMgob dosdmbe@om bobobemg (Vaisanen 1923). sMmbgdmdb obamMdo(300, Mmd 
SboeMasb¥BMES amambob wogMdomsoabob, dgamdMydo obMyem gd~b 7b oMo JoM8~M WoGaMydob, 
oMosdje@ bodmmbomm bodegmeb Hahkdmine, Mmdgemo3, Aggymgemo3, bLMmymegdm@o 
89Ho9Mdmob dogm ddmde~mgdob bLobemob woGmgqdobmebs39 wo yogmes dobosd, bobsd 
mobodmMbabydgem0 Bygomo g3egboob dosmb93@0. 

SHoeMASSHMOS |BoM@s33~0mMn amambsbs ws, Bmas@se@, bLodammg3nsMm ~woGaMyda0b 
GH IJILGyd0, sMHoJGogymo@, gMmo wo agaggs. dgybododm abQgmMda(309 dma398M3g9d0 
gommbosb wsjogdaMygdom. OBmangMma oddmdb, Mmd gb modgbSmgdo0 aobbb3:o03e@gd6m@o 
84HoMdmab woSaMgdobass domemme &HyJbGom (Jsgamamoe, aygbg0~@bg76 308oMdemoab 
msdg68mgd0b j0emb) (Pino, Sarv, 1981: 20), doamsd, ob939, oMbgdmdb bbgo ImbsdH9d9(3 
sbo33c@omoab jommb™ asdmygbgdab dgbobgd. Lodammgnsmm mosdg68mb jomm xg oM oMab 
LH_mymMgamse@ dgabbogmoamo. bLasmb msdg6Gembg oMbygdqyemn MMHa daMhamos@n —9dm(39d0 — 
399M 8obmMbese ws 30039 LoMmB3ob (1981) LgGmb wogMdoma3ab modgb8mb ymemg (309 os 39039 
LoMgzab Loem|8mMm bsdMmda ,baGmb modg6Hmb BymBymo" (2000) — QAM 3NLAM{dyVEMno 
IINHIOL yrbGJLHg, ggQMdoev'gM SgJbGdg, mggbob LEMgI®gymMe'dg eo bymdols 
MaGIQm MogabgdyMgQd009. Lodsmmob LHMyI®yMo dgG-bo3mgd0e@ dgbbo3momns, 
aosbbo3zyWMM {dom 3mMemgGoyMo mosdg68mb dhogombdosb boayybem bobam~mmsb dadoMmgdno. 
Babsde@ jdm L&oGasdo, MAGomyAMse@ aobgabame3 wogMdom3Zab ymmgGoyM modg68rb 
Ms 4939/3900, aobgbsdm3%m Jobo 3a~mmb God0; sdobmeb, dyz~@eM|d0MnN Agmmeodb 
asdmygbgdom aogooboemn 9d dob boJrmMboamm wos sboamoggdob Lo~mm woSoMydobmob 
dadeMagdoom. 

WOES 39~090MM, Md fgda B3~g30b AybogomymMa dobo~ms Ma3bm3gbgd0mM om 
asdmaMhgge. aga~@ob aodmd~@nbsm9, Mmd d93969 IgGowe bLb8gi3ogo34M yobMb, Mmdgcma(3 
(bod9qe@bogMme) LodoGoMdmm mod96Gmgdbq bogemgd0@ godmonygbygdm@o, sbomasbM@o 
qomadgomab bodammgnsmm woSoMgd0b by~m Modegbadg fhobosbymMos dgdmMmAgbomo 
940390d0. 99 donbi3 dg3dgema Imdg8mM39d0bo, Lbgo@obb30 OMMMb es LAMMIdSb Lb3go@obb30 
MyQ0Mbdo aoggmgeyemo od GHoadob 11 fobsbyMo0. mma fobsbyMa aogqmmes BmMbmamMogoam 
R069] AqZ3bagMObL sHIobh M&M gBo0bsbg6ob Bog 1913 6. (domo BmBQd0 ,gbGmbyGo 
boembjmo Lodmggdn 806agd0m" asdmn(36 89Md9H8 GHodsgMgb dagm 1960 6). goo hobsbymo 
BSZIIMOS g0MRNGSb7 1936 6., dob shMym|de@o (36mdomo bLa®Mgm~Ma Amd~M|Moe~@na 9664 
3500Mbs ~s Jobo abeon. dgn@n dogba®membyMa hobsbgMa 1970-096 bemgdb dag 3%4036900; 
d99aMM390eMg960 oMnsh 39Md9M8 H0d389M] Eo abaMaw® My mo. 4RMM Mobsdj9eMM39 
moGaMyds dgo4dbs, baSmb aybeob Leiko-b 96m-gMm0 IMIM|mMoe~mn Jo~mob dogm, 2004 
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B9emb gmbmdybo3memman 30039 LoMmagb aoMeo(33omgdnb aodm (LogoMon~mme, gb oym od 
Godsob woGoaMmydab MaSyooyMm bo hyo gosdo dgbMymgdab dmeam d9dmb63930). sbsemodoab 
84m(3gbdo 39yMeEbmd0 LOMMAe od CWoSoMQd0b agonsbeagm dOobMyAmydsb, MmIdgemnA(3 
RonbyMmab 2006 6. 

38039 Moada, BoMdmanw~agbam ba®mb woSoM\d0b doMamse@ LMA ®ymob. 
MSIFEHMbL Godsabasb COsdmyjga~egdmse@. ym3gmo IAgemmbSMHmg@o, AggyEmgdMHag3, Jga(303b 
rJoMHMs© QMHIQ@L, (MmdIg7e~ma(3 ohGymydb G|RMAbOb Qyb4(305b), Go(3 daMams@se@ 4 
doM(33e08bo La®y39d0M boMdma3zn~@agds wadnbyg7bemMd9. La&y3o wWodm3za~@gdyemno 0d009, 
my g0b0 w~sGo% do begds, sb9, Isasmomse, wo9@s (maamakénod), ds9s (tdtdkdnd), dds 
(vellekene) ws 9.0. amambydo wdas3gMgbse@ dodsMms396 Isdob IgamdboMb (sdbrakdnd) (Iva. 
1, ox@am doa. 1). Bmag9H 99 GHodsob EsGoM dsdo a363eE 900 ob ( tsitsdkdnd) AmGHdyeo. 
dadsMmgoabeb, ob939, dgademgds aodmoygbmb aomes33moamob bobgema(3. wobsems39d0b 
Loam @o80M9d9ddo, 4 doM(33emn0b dadoMms3ob gmMdqmob bdoMse@ gdo8 jd0 2 JoM(33em09bo 
LoSyg0, Joaosmaneg, kuku maamakond. sbyno aoQoMmmgdgd0 0M 33630900 3mmg48oym 
Lodo8oMdemm 06 bodammgnsMm ~Co8oMJd0do. 

I7mMLAMmgab Lbgs bsbom~mb boMdms@agb6b madbob doGomse@a bobo (IndsMagob 
ammdycmoab aoM9d9) Modosbsboomgdgma QmMdom. ob, Aggymg|dmM03, dg~@ Jagdeo 9-12 
doM(33eabasb; 39039 boMmsgob dabg~m@3om, y3qmob9 &od4yMo9 (70 %) 11 doM(33e@m0060 bobo 
(Sarv, 2000: 150). Mmamm3 Bobs 3309390 agehggbo, woSamgdob GBadqMo bobo, 0b939, 
dgndemgd0 dga3o3e@gb 4 06 5 dob3go0mb (9b oMab boShy3gd0b x%a%993960, Mmdemyd0(3 abygd9 
dob3a~@mosbo 3533000) @s fdbosb dodwmga bL&Mm 7d 8 ymob (2+3)+(24+2) (2+3)+(2+3), 
(2+3)+(3+2) eo (2+3)4+(2+2+2) (o4 (3630 ombodboe3b doM(33eg9d0b MsmeEgj6mdob). Amamm3 
Ij{bodHsge0m, L&Modmbob 380M%3g9em0 bsbgg9MH0 FMaD Ed 00039 LAMy747GMHoboe (243), dodob, 
MM(38 I9MMH] bobg3Z0Ma 0(33EMgd0 LOMadmbdo JoM339E~MmMo Momegbmdob démemm dobgamoobo 
doM(33eab segamd~wgdoMyamdab dabjw@30m. fAigdo sbo~mobn 9048 30(39db, md 3mmyGoymo 
Lodaemms3nsGm = wohamgdob dofromse@n bobob LAMA Syme y3qmo L630 cwobomhgbo 
moGhaMydob Godsgd0b dbasgbos. dog. 1-do aodmygbgayyemno (2+3)+(2+2+2) LAM 7d 8yMo. 

od MMHIS 909d96Gdo dgodem do aobbb3039dqem0 GHosab dgmmbHAmgob 3md3mMba(309db 
dab3gb @wobododo. bodmMboemm woSaMgd9dGo, JodsMmgob g|mMIyemob ofgb L&odo~m Mo 
s@aoma — ab ym3qgmmsab 33630900 49-4 wo 99-5 doM(33~m gdb dmmob es asdmaygbgdo 
domme anbeab 80M oo0do0 (doa. 2). 35039 boeMagb dabjm@30m, wo3Mdems3ob bmn 
Ms8aM{d9do, gb LOMyI®yMo a3gbg~cE9d9 LOGodmbgd0b 9MmM Agbodgedo (Sarv, 2000:147). 
gmeamg GoM bLodaemmg3nsGm woSoMgdod0 11. dgbMymgdn@ob 6-da 308mM39 Jbaegbo 
LAMA QM. MMb dghMyemgdoda dadoMm3amn QMMA\Ms JogdsM|Mdb dmo3g0Ma Ey bab 
dahomse@ bL&Modmbb dmmob, Mmamm3 bmmm, obg aybanb 80M&odo. JodoMM30M0 
gammMdymab obama 8mba309 oMab bm~mm bodammgnsMmm wWoGaMgdo0b JgmMQ_ GodsqMo 
ogab96s — boMmgab dobge@30m, wosbemmgdam, L&Mofmbygdob gMaa Agbsdgc@0 (2000: 147), 
ao6L6303969 oMab ab, md boaybom wosGaMydsdo dadoMMm3ama QAmMdN@Ms da~@ages 4 
doM(33e08bo baShygobao6 (doa. 1), dsdob, AM35 bLo~m mosdg68mdo 6 doM33~@m00bo 
QMMANEMs CmdoboMg|db. 

A9d  dagm = asoboemobgayema  dobomab MoemeagbmdMago badgom9 «9M = agedemggb 
bLomombymo = @ob33b9d0b = aoggmgdob = dg bodemgdemmdob, = doamed = Agem»mb Bmaab 
3M938Mba(300b M3oe~mbodMabam, sboemobMes. Jomoadgamoab bodamm3nsGHm 3mmgqGonmo 
MoGaM|do obemmgegdo boJroMboamm mosdg68mb; ob, 94939 EMMb, Jga(303b bodarmms3nomm 
Lamm woSoMgdob bodbgdbo3. boJrmMmbaemm modg68mgdo0b Dbasgbos y3qm0b9 GBodsqMo 
3M938Mb0(309, JoaMsd, Bmas@oe@, go6bb63039d0 sobobgdo DgmmbGMmgab g|mMdobyg, Mo(3 
sboboomgdb bodarms3nsMm emodg68mgob. 
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33@g930b 8Hm3gbdo aodmgmobes oMoeb3q(30Q034M0 Bobagdab asdmygbgd. ‘bmagygm 
ImMI~M|Mengdn obMymy|dg6 obomasdMeas Jomadzgamab bodamms3nsMm woSoMgdob bbgo 
Go8ob woGaMgdob jo~mmgdabasbh aobbb3go3964qm0 jamman; ab MasmyAMse@ bobgbbgd00 
L630 Lodmgmgdab MgdqMGyoMo@eb. gb ,g430" aodohbe|@s 2 fobsbyMmsb wojo3daMgd0m, 
MMI ddaiz_ godmygbgdyemno oGodyMa 806a960. 9Mm-gMa domasbdo (doa. 2), dadoMagamo 
QBMMANQMs LoIMame oM a3b3~g9d9 (bob9b99 dbmame dadommgomn mg qb9d0), boom 
dgmmMgdo Bo (doa. 3) dJadsMmg3ama AMMAN oMab GyJbSdo, doamed ob of omab Aybozomym 
RmMdodo (AqembSGmgQo Jd9m2,900 4 KangQabasb, MmdmM|dda(3 MoMM|yYEb asohbns bydmm 
smbgMoen, ,doMamse@n EsGoM dob LOModmbob* LH 74&yMo). 

(360@09, dboMo bo330M930 dobs~mam CoMbdNbydoM 39M 30Gy¥30, Md gb mMHo dg~meno 
oH Mab HMosea30y7m0 woGaMydob 30mm, dam qd_8 gb, Md MMn39 dgdMb3Z930d00 Job 
Low 3gngbe Bodygebo dmdmgmemgdo sbMymg|dg6. abo(3 sbe@o smabadbmb, md 0d, gm 
Ag76jeE30M, Bobbb3039dqEm Bommg|db bogMar3 493M of4gm 9.6. .AZgyemg{d0M03 WoGaMgydab 
gommgdnsb", MMAGmMos LHMyIG®yMo(3, Mogab JoM0g3, dggbododgdo woGoMgdab doManmse 
bsdb (ob. [aQMymo bgdo, dog. 2, 3) gb (sbo@ymab, Mmd 5d Bo~mgdob aodmygbyd9 
MoGaMydab Gybmb6 ginoe oH ayr dadmbgg30m0. dgmHy dbMing, dbasgbo bL4Mmy7484ymob 
ddmby L&Madmba a363~g9d0 sMs JoMBr wOoGoMydsdo, oMsdg@ badegmoab bb6ge yobMgddays, 
doasmoamse@, 30mmdo lelotamine es mde dal. HmMam!H(3 7339 s@obodbs, bo33~g30 Jobomoab 
MoMe@gj6mds 0M agodemg3b bogdomabse@ JysMo wob336gd0b aoggqmgdab bodyomadob od goommb 
Logyd3mgdobs wo dobo mgdebms6 dadsmagdob dobob9d. A396 domeme ob dgagadm@os 
30q430M, Md, Fm dbM03, L&MoJmbob LeMyI®ymob b8g(30Q034q4Mmdo sboboomgd@s, 
y3gmo ®ods0b baSmb modg68mb wo ob obMymad@s yoowgh Mamb baSmb qd3zgemgb 
Lod@gmgddo wos, dgmM9 dbMng, 3memgdGayMoa bodammgnsMm oosSoMgoob G®Moe@a3oob o4gb 
dIMS30 SOANMMdMZ0 ZoM09b8o0, Mmdm@my|dda(3 aodmaygbgdo aobbb3go39d4qem0, Joamod 
Imboamgbo39 jyormgdn. 

MobsRQms3zqdob 3mm GoyMa wWoSoMgdo0b y3gqmod9g GHadqm Bommdg bowydmabob, 
MAMIgMA(3 3363~E9d0 6 dgbMymgdodo, sy3a~M{dm~ms@ wes d9a39bMm QMa bo3zambb. 
bobgdg0  aobbb303960 bodmmbomm wo bodamm3nsMm woSoMgdob Bobagdb deomol, 
aosbbo3qmMygdom, ad Josasmomydda, MmdM|dbo(3 Jbaogbo Ag~mmbGMmgymo 3md3MbA(3009 
asohboom (od 37938Mbn(309ddo, Mmdemg|dda(3_ dadoMm3gama RMMAQMS AMaMogbgdqyemno 
anbooab LEGo4Jmb9db dmmob — dog. 4, 5; oym@omdea. 2,3). 

abdab jombge: aobbb63039dqemn Bobagdns asdmygbgdyemn od dJogsmmamgdda, my gMao 
Mos ad039 Gadso0b 896a9d0? oMab my oMe gb asbbb303949460 AggyemgdMn30 ~o oMbmdmMogo 
HMoeo0300b JoGhoMgogmmomgob? 

SOZ0MSEO Ag_bsdAbg309 gMan aobbb3039d0, MMdge@A(3 J6gd0 yRMM Lodegmol Jobymob, 
300M) Bobgdb LAM yJI®yMob. bodammgnsHm ©oGoMgdob dabMymydob sboboom|db 
MaGdyemo aohyaMydo BMobab eo dImBogab dmemmb, Ms(3 HoMdAmo~@agbb by3q8amo bybaodgab 
ado Go(300b GHomMamoab eMmb. gb ,ashgMQdgd0" oM Jdbosb 8MmdMM304N~M MaG®db, abobo 
YRAM QIMGHob Byb(300b obMy~mg|dg6. abobo, 909395 eEMmb, 2a363~e@ 960 bodmmbamm 
Mo8aMydsd0(3, JoaMed dom sboboomgdm dommame gman ,ashghgdo" — dodoMmg3am0 
RBMMIYQmMabL dmMemmM JdoMH(330~MD9. BoME/33~moMa Jo~madgamab bLodammg3nsMM CwoGoMJ0, 
bdamse@ damages 4 L&Mmg@abas6 — gmab sbMym|db body3060 ImMIMQmomn dmemmb, 
c@obsmhg6 bodb go — axyba@o (Joa. 4-do aboba smbodbyemoas Igmambge@0 6m 8 4d0M CEs Jo3hM—- 
39MI58)00). 

d339MM0 MOGHIyema aodmIbob3gemmdab doybg@o30@, ob aog3mgbob 39M obegbb wo, 
Agbodsdobow, of (33@mab sobgnb LOM yAdI®ymob. Mmamm3 I9-4 (Lodacomgnsmm) @o d9-5 
(bLodmMboenm) doasmamgd0@eb fiebb, 9d mM Bobada doM(330m0-bMGBJd0b Momegbmds, 
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domo dobg3a~mamb dgbodsdobs@ EoYX|ay7QgJdo Oo HybHob LOMnI®ymo bHymose 9dmb3930 
ghandsbymb. sd mmo doasmoamoab dgobbogemod ago0h396o, MmMd gMmagzoMa |ao06bb63039d060 


dgg6m AybLagoemyM Bymdob, damm Mm 3mMbSyMbs wo BoMImbosb. MyI(30, Agdb 33~mg30m 
a50m(3@0M|d0O9 WoyMMbmdom, dgdod~mns 3mJ30, MMI My dgaZ0@9MQdM od Bobagdnb 
Log0@obb30 dgbmymgdob gmmdobgmb, wognbsbs3m 90 s9ModgGMgd0b Dobad3gbgemg30b 
39M09(309db MMHag3g9 Gosob woSoMgdodo. 

by Smb dmogombdosbo bade gmgdab a gbmdgbobagab ydbod3bgemgobgboe ab, Hobo(3 Agdo 
Bobs 33m@m930b dobjm3nm 3476mM@9 ,sHIMba AE MoGdo" (Partlas 2006, 2008). Jobo sbsemobo 
Lodyomadob agedmg3b, gaan dbmng, aobgobb303mMm ba&mb 8oba9d0 gmadsebymabasb eo, 
d9mM9 dbMag, aodmgayg6mm ob baSmb Bobaob BoImemanabagab. gb dgnmed geydbqd0 
byGmb dmogombdosbo Ladmegmgdob obomodb; damo 3oMIMboyA~Ma LmbmMMyA~mmds Jma(303b 
Jm0 w©d 00939 jammdn _Mamdsbgmab aggMenag9gMe aosbemoagdym Bo~mmb dagMgdb 
(Gag AggbLsbs9g9d9 agMBoMe yBxyd030b dogm aosbbosbosmym 9.6. Uberspringverfahren-b 
(nbacmmoabyGow, ,ao@ob&mdob“ 06 ,mogob so@gdob“ 80630380). dgw@ga5@, MmMo, 
RQV_J30NMoEO WAMaIMM@sdaMabsoM{dyen BoMdmbay~mn Bmddse~mgdbo boMImMnddb9 00, 
AMAg{moOs obS MZ0EMyMo LAM yAIaqMs wodmygoe@gdyeos gormmb LaMyJGyMmoby9. fAgddo 
sbse=mBIs h3gbs, Md 9d 3MdA3EMAdbgdab MaG®dyemo IAmbs33emgmdo aosbbobo3zMogb by®mb 
Bobaob Godgdb. 

dgbodsdobo@, A396 3ny96gdm od Jgame@b bofmMboamm eos bodammg3nsMm wosSoMgdoo0b 
gommgdmob dadsmaogdom (ob. bdgdg9d0 99-4 wo 49-5 d5a9cm0009dd0). 8oMIMbaYEHO Ma8dob 
bdgdgddo MMa BoMIMbayEMa BMdA8E gba aodmbsGyemos bLoddmemmydam O wo X. Loddmemm 
O s@bodbo3gb gmddegdbb, Mmdgmai3 dgai303b gommb dagMgdb Es—G-B; boddémemm X 30 
D-F#-A# 3md3mgqbb (gommb dag% gd0b bodsmmy donde ds a33mgdmegb, IsaMed gb 
domosb cwaw@n bozgambons, MAmdgmbe3 sbems 39M 49396900). Loddmemmgdn woxyaygagoymono 
GH IJLGdo Isbg0~mMmo YayQoab dabj~@30m; dobga~mab dJmby Yayqdo sMmbyadqyemo s8oMZgqe@mo0 
J0MH(33000-6M GB 60 s@boadbyemas Ca~@n sbmgdnm. 

MHa BMIMbBaYEMo GoG®Iyeo bgdob gimdobgmob 4g9d Immogbgdom (dog. 4, 5) Ag96 
Bomemse@ dgndm ds wognbsbmam dom dmmob Mmamm3 dbasghgdo, aby gobbb3039d60 (sd 
dJogomanda gMmdosbymb 30e@0M]d 2 Bmb3M_ZGye dobMymgdob, dJoamsd Agdo obocodo, 
MMIgAMA(’3 YRBMOM Co MosmMeEgbmdsb dmage3b, 30EM] DbmeEme gb dabMymydgdno, 
ohggbgdb, md gb mmo doasmamn SodsyMos od yobMobosgob). dLasgbgd0 dgndemgds 
Mod3;0bsbMa Boedygobo ImdmgMmmabs wo aybeob L&Modmboab 380M39~™ bobg30Mdo (b4gdsdo 
M5096 8 0, HMIEM]b0(3 FMMdsbJab 7deb3q930, RoMAMdos Robdyema) wo, 9b939, JodsMa3g0m 
RmMIyemoda(3 (sobodbyenno, AmamH3 H9RM bo R). BoMIMbayEMa Mado dbod36gemm3bo~ 
asbbb6303~ 960 damm L&Modmbob bobg30Hdo Cs, Ms3 Aobbo3zyWMMJd0M dbad3Zbge~mmg3bn», 
L&Madmbgd0 LHyme@ ds Lbge@obb30 Ryb4(300m — bLodmmbamm woSoMgd0b mmMn39 
L&Modmbo Lmymegds Qyb4(300mM O, dodob Mm30 bLoda~mmg3nsHmrm WoSoMgd0b mMn3g9 
L&Maodmbo LHYmMeOId5 Byb4(300M X. bodaemgnsMm wWoGaMgdob dmbdgbobob doode~myds 
dg9dAbamm, Md yBqmo BIMIG%o gdMb3930 X (ab. bMgqd0, doa. 4), AMdgm0(3, Mogab 
dbMng, azoambgdb bag~@n0b dmbm&mbyMm odmmb3gmob. obgma sdmmb3gmab dm&n3960, 
Mmdemgd0(3 AgMegds X 9b64(3009, 06939, oboboomgdb LodammgnsMm bLoem woGomydob. 
domo LAMA HAM (330m ]d0@09 Ed A396 Dgazadeons ZnboyVdMmrm ImbmambayMm Ayqbagodo 
B9MIMbOYEMa Qybd(300b dgbobgd. 

BoMIMbaYEHA MaGdob sbo~mobob dae jae A396 Jgagadmons (53008 303mm, Md, 
dabg@o30@ adobos, Mmd LofmMboe~m Ces Jomadzgomab LodammgnsMmM woGaMydsb bdomoe 
asohbas gM Oo 03039 BMMANmes, H0Gdo Es Em dbob L4Mmy74 84M, abobo dog3%4M36gd096 
aobbb63039d4em0 Bobanb Godsb. sbsm~mobo, 006939, (bs@ymeab, Mmd BoMIMboyYEa MnGIdO 
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oMab Bobaob ®adob gMmoee@gman ,dohggbgdgmo", Mmdgma3 bodyomgdob agodemgab, 
asb30bb303mMm Bobankb Gods dodobs3 30, MM(30 LOMyI®qmob bbgo ob8948 d0 9dmb3930 
ghMadobynb. bmaxgM, sybem3e6 boG®yo(309ddo, gb a3g6doM do Bobanbk Bosab asbbobom3msdo 
(Loqeomboeam woGhaMydab Bomdmbayemn HaGdo, MMAgembs3 shMymg|db 88oMdomo, mogab 
d9aMdM 7dM0b AAMse@ CEJ@aL bogy3M3d9, 8Mo4Gagymoe, oyr bodammsynsHm (s8oMjd0). 

Sd MMH CESHoM {dsb dmMoab aobbb3039d0 dgndmgds aoMgd9 dbdgbgmb wdbod3bgemme 
dmghgg6mb, doamed ob oMbgdamnse d33mg3mMabagab. d9 bogydgmnsbse@ Igdo0M|d0 97430 
HMoeoa0300b JoGHoMydgemme JaghM aogqgmgoym Bmdg6Gomydbo wo dgbad36gddo. badabdagm 
dgdmb6393000, di3@9M0 =sMIMAL~@S AJmbodMgd0, Mmdm~moab dabj~m@3omMa(3  Jocmadgamab 
Lodaemm3nsMm woSoMgdabob dobo dgamdMgdob dogm aosdmoygbgdme@s bodmmbomm 
MoGaMydob Boba0 Es Eoboymo3qgdab Mas yjoab GyJbHo. ydbod3zbgemgobgboo, M~md ba Smb 
ImMI~M|Mengd0 Lodegmobob sMobmegh 4MH]Z96 gMadobgmdon 99 Bobagab. gb (3bo~@ymegh, md 
ImMIM|MeEgdabagob Bobank God, go3omdagMgdyYmoo My aoyi3bmdngM{dmoe@, Itn@MmeE 
Mab OdZo3dNMg{dyEma BMbZMIHyO MaFyoomM yyb4(3n0sbmb CEs M3ZamM y3gmoby Dbasg3bo 
Boba 0b dqdmb3930d0(3 30, IMIM|MEM|d0 DIE QbsO BoMas@ o~M0430d96 BoMdmbay~@ MaGddo 
xo6Lb6303960b, Mmd 0MAg396 La®yo(3anbmgob dgboSygo0b sobab. 
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ZANNA PARTLAS 
(ESTONIA) 


THE BRIDES OF DEATH: SETO COLLECTIVE FUNERAL 
LAMENTS TO MAIDEN 


The genre of lament is known to many Baltic-Finnic peoples including Karelians, Vepsians, 
Izhorians, Votes, and Estonians. In Estonia, the lamentation tradition has survived until recently 
only among the Seto people — the small ethnic group of Estonians living in the south-eastern corner 
of Estonia and belonging to the Greek Orthodox Church. The laments of the Baltic-Finnic peoples, 
like those of their direct neighbors Russians, were mainly connected with three ritual situations, 
which can be defined as the 'rites of passage' — the funeral, the wedding and the departure of the 
soldiers or recruits. In all these cases, the lamenters were commonly women, and the lament was 
usually a solo genre. The specific feature of the Seto lamentation tradition is that in Setomaa certain 
kinds of lament — mainly the bridal laments — were performed not by a solo voice but by a group of 
singers as special multipart lamenting songs. The present paper is dedicated to the Seto collective 
funeral laments sung for the dead maiden. 

In the Seto traditional culture the genre of lament was of a great importance. It was especially 
important for the women, because, in the not very remote past, every Seto woman had to be able 
to perform laments in different life occasions. The major skill she needed for this purpose was the 
verbal one. The lamenters had to improvise the long texts, which would follow a certain traditional 
form and style while at the same time being suitable for the particular situation. The Setos say: "The 
men weep by eyes, the women weep by words". The ability to 'lament by words' and also the verbal 
capacity and gift of improvisation in general were highly valued qualities among the Seto women. 

The first time that a girl had to lament in public was usually during her wedding. The bride 
performed wedding laments together with her bridemaids (the Setos name them podruskid, which is 
actually the word borrowed from Russian). The bride sings the leader's part improvising verses, and 
the podruskid repeat every verse singing polyphonically. It was a very responsible situation for the 
girl, because, as Vaike Sarv, the researcher of the Seto lamentation tradition, asserts, "Proficiency 
in the act of lamenting gave proof of the physical, intellectual and social maturity of the young girl 
qualifying her for entering the adult society" (Sarv, 2000: 290). 

The 'weeping by words' (in traditional terminology sdno ikmine) was also obligatory at the 
funeral of the relative. Only lamentation 'by words' was considered to be a true mark of the depth 
of the relatives' grief. According to Veera Pino and Vaike Sarv, in the Seto culture there was a 
kind of "collective supervision of the lament tradition" — "the audience ... attentively followed 
the lamenting" (Pino, Sarv, 1981: 46). The funeral laments were usually performed solo by the 
female relatives of the deceased. The exception was the funeral of a young unmarried girl, where 
the companions of the deceased, who were not necessarily her relatives, lamented collectively in a 
way which recalled the wedding lament. There is also information that the daughters could lament 
collectively at the funeral of their mother. 

The funeral of the maiden was traditionally associated with the wedding — as in the case of the 
wedding, the girl left her home, but this was, in some sense, a marriage with Death. In this case, the 
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funeral customs had several features in common with the wedding ritual. The girls who lamented 
for their deceased companion fulfilled the role of the 'bridemaids' — they were the same in number 
as the bridesmaids at a wedding, they wore festive clothes as in the wedding, and they were even 
called podruskid. On the way to the church and graveyard, the horse cart was decorated with the silk 
bands and the maiden's headdress of the deceased; the coffin was covered by her silk kerchief; and 
her silver chains and the Seto special silver brooch, sdlg, were also brought along. The podruskid 
also used to carry the coffin. (Vaisanen, 1923) There is information that at the funeral of the maiden 
the girls sang not only the laments but also the specific wedding song Hahkamine, which 1s usually 
performed when the bride leaves her home to go with the groom to the church. 

With respect to the texts of the funeral laments for the maiden, all the sources agree that they 
are essentially of the same kind as the funeral laments in general. With regard to the tunes, the in- 
formation is less consistent. Some sources claim that these laments differed from the bridal laments 
only with regard to their texts (i.e. they used the bridal laments' tunes) (Pino, Sarv, 1981: 20), but 
there is also the opinion that they used the 'death tune’. The tunes of the funeral laments have not 
been thoroughly investigated yet. The two major publications on the Seto laments — the collection 
of the Seto funeral laments by Veera Pino and Vaike Sarv (1981) and the doctoral thesis "Seto 
Lamenting Culture" by Vaike Sarv (2000) — are mostly focused on the laments' cultural context, 
verbal texts, verse structure and rhythmic structure of the tunes. The pitch structure of the tunes has 
been given far less attention, especially in relation to the multipart chorus sections of the collective 
laments. In the present paper, I shall examine the tunes of the collective funeral laments in more 
detail and try to define their tune types, comparing them with the bridal laments and solo funeral 
laments. 

I must confess that the musical material, on which my research is based, is fairly limited. In- 
asmuch as we are dealing here with a very specific genre, which (fortunately) was less in use than 
the bridal laments and the ordinary funeral laments, there are rather few sound recordings of the 
funeral laments for the maiden in the archives. I managed to find 11 recordings of this kind, made 
at different times and in different parts of Setomaa. Two recordings were made with phonograph 
by Finnish scholar Armas Otto Vaisanen in 1913 (their notations are published in the collection by 
Herbert Tampere "Estonian Folk Songs with the Tunes" (1960)). One recording was made on shel- 
lac plate in 1936; the performer is the famous Seto singer Anne Vabarna and her choir. Seven tape 
recordings originate from the 1970s; the collectors are Herbert Tampere and Ingrid Ruitel. And the 
most recent lament was created by the women from the Seto choir Leiko on the death of the ethno- 
musicologist Vaike Sarv in 2004 (it was probably the last case when this kind of lament was sung 
in a ritual situation). In my analysis, I use the later performance of this lament recorded in 2006. 

First, I shall present the main structural elements of the Seto lament. Independently of the 
type of lament, every melostrophe usually comprises the addressing formula (this acts as a refrain), 
which is mostly a 4-syllable word in a diminutive form. Depending on who laments for whom, it 
can be the word maamakono (mother), tatakono (father), vellekene (brother), etc. The girls mostly 
address their dead companion as sodbrakono (the diminutive of 'friend') (ex. 1, audio ex. 1), and 
therefore the Setos frequently name this kind of lament sobrakéno. Sometimes, in these kind of 
laments, the addressing formula tsitsakono ('sister') occurs. The name of the deceased can also be 
used as the addressing formula. In the solo funeral laments, the 4-syllable addressing formula is of- 
ten extended by the adding a 2-syllable word, e.g. kuku maamakono. Such extensions do not occur 
in the bridal and collective funeral laments. 
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Another part of the melostrophe is the main line of the verse (without the addressing formu- 
la), which has its own characteristic form. This usually consists of 9 to 12 syllables; according to 
Vaike Sarv, the most typical (about 70%) are the lines of 11 syllables (Sarv, 2000: 150). As previous 
research shows, the typical lament line can comprise 4 or 5 stress groups of syllables (these are 
the groups that begin with the stressed syllable of the word), which shape typical structures such 
as (2+3)+(2+2), (2+3)+(24+3), (2+3)+(3+2) and (2+3)+(2+2+2) (the numerals designate here the 
number of syllables in the stress groups). As one can notice, the first half of the line always has the 
same structure (2+3), whereas the second half varies depending on the number of the syllables in 
the line and the position of the last stressed syllable. My present analysis confirms that the collective 
funeral laments have the same structure of the main line as all other types of laments. In the ex. 1, 
the structure (2+3)+(2+2+2) is used. 

From these two elements the different melostrophe compositions can be formed. In the wed- 
ding laments, the place of the addressing formula is stable — it is always situated between the fourth 
and fifth syllables of the line (i.e. within the second stressed group), and it is only used in the chorus' 
part of the melostrophe (ex. 2). According to Vaike Sarv, in the solo funeral laments, this structure 
occurs in about one-third of the lines (Sarv, 2000: 147). In the collective funeral laments, I found 
such a structure in 6 out of 11 performances. In four performances, the addressing formula is sit- 
uated before the main verse line in both solo and chorus' parts. Such a position of the addressing 
formula is the second structure typical of the solo funeral laments — about one-third of the lines, 
according to Sarv (2000: 147). The difference is that in the choral laments the addressing formula 
consisted of two 4-syllable words (as in ex. 1), whereas in the solo laments the 6-syllable formula 
notably prevails in this position. 

The limited amount of the material analysed in the present paper gives no possibility to make 
meaningful statistics, but it seems that, in respect of the melostrophe structure, the collective funer- 
al laments for the maiden are closer to the bridal laments, but also have some features of the solo 
funeral laments. While the most typical structure 1s the same as in the wedding laments, in general 
the melostrophe form varies far more, which is characteristic of the funeral laments. 

One circumstance points to even greater musical instability in the genre under investigation — 
namely is the use of non-specific tunes. Sometimes the singers perform the funeral laments for the 
maiden with the tunes that differ considerably from other lament tunes and which would therefore 
appear to be borrowed from other song repertoire. I have such 'suspicions' in connection with two 
performances using atypical tunes. In one of these (ex. 2), the addressing formula is completely 
absent (there are only addressing verses), while in another (ex. 3) the addressing formula exists in 
the text, but there is no respective unit in the musical form (at this level, the melostrophe consists of 
four units, all with the structure of the 'main lament line' described above). 

Of course, with so little research material, I cannot claim with certainty that these two melo- 
dies are not the traditional lament tunes, especially taking into account that in both cases the lead 
singers were very good ones. It is also noteworthy that these two seemingly different tunes have 
some common features with what might be considered 'normal' lament tunes containing the phrases 
the metrical structure of which corresponds with the main lament line (see the numerical schemes in 
the ex. 2 and 3). This gives evidence that the use of these tunes with the lament texts was not acci- 
dental. On the other hand, such a line structure occurs not only in the laments, but also in some other 
song genres, e.g. in the tunes named /e/otamine and mde aal (both of which are calendric tunes). 
As already mentioned, the existing research material is not sufficient to draw reliable conclusions 
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concerning the origin and relations of these tunes. We can only state, firstly, that the specific line 
structure which is characteristic of all kinds of the Seto laments had greater importance in the an- 
cient layer of the Seto songs, and, secondly, that the tradition of the collective funeral lament had 
many local variations and may use different but related tunes. 

With regard to the most typical tune type of the collective funeral laments, which was found 
in 6 performances, one more question needs an answer. This is the difference between the tunes 
of the bridal laments and the funeral laments in the cases where they have the same melostrophe 
composition (the composition where the addressing formula is situated in the middle of the chorus' 
line) (see ex. 4 and 5; audio ex. 2 and 3). 

Is 1t correct to say that in these cases the same tune type is used or they are different tunes? Are 
these differences regular and are they essential for the bearers of tradition? 

One of the most immediately recognisable differences concerns more the manner of singing 
than the structure of the tune. The most characteristic feature of the funeral laments' performance is 
the rhythmic stops at the ends of the motives and phrases, which imitate the discontinuous breath- 
ing while crying. These stops do not create a proportional rhythm, acting instead as fermatas. Such 
stops also occur in the wedding laments, but they have only one stop in the melostrophe — on the 
last syllable of the addressing formula. In the funeral laments for the maiden, there are often four 
stops — one at the end of the leader's part and three in the chorus' part (in ex. 4 they are designated 
by circles). 

Although this rhythmical device is expressive and meaningful for both the performers and the 
listeners, 1t does not alter the structure of the tune. As we can see in ex. 4 (the funeral lament) and 5 
(the wedding lament), in these two tunes the number of syllable-notes, their grouping in the stress 
groups and the structure of the text completely coincide. Examining these two examples, we can 
note some differences in the musical scales, melodic contour and harmonic sonorities. However, 
my analytical experience shows that if we compared many performances of these tunes we would 
find significant variation of all these parameters in both kinds of lament. 

According to my previous research, what really matters in the identification of the tune types 
of the Seto multipart songs is the phenomenon which I call the 'harmonic rhythm' (Partlas, 2006, 
2008). The analysis of the ‘harmonic rhythm’ is the most reliable and sensitive tool for distin- 
guishing between the Seto tunes, and it can be used as the foundation for the Seto tunes' typology. 
This method is based on the analytical observation that in the Seto multipart songs the harmonic 
sonorities consist of the scale notes which are located next but one in the scale; it corresponds with 
the so-called Uberspringverfahren of Gerhard Kubik (in English, the principle of 'overjumping' or 
'skipping'). As a consequence, two functionally contradistinguished harmonic complexes emerge, 
the intervallic structure of which depends on the structure of the scale. My analysis revealed that 
the rhythm of the alternation of these two complexes is a very important representative feature of 
the Seto tune types. 

Subsequently, we have applied this method to the tunes of the funeral and wedding laments 
(see the schemes in ex. 4 and 5). In the schemes of the harmonic rhythm, the two harmonic com- 
plexes are designated by the symbols O and X. The symbol O designates here the complex that 
consists of the scale notes Eb-G-(B); the symbol X designates the complex (D)-F#-A# (the pitch of 
the scale notes may vary, but this is too large a topic to be discussed here). The symbols are grouped 
in accordance with the stress groups in the text; the first syllable-notes of the stress groups are des- 
ignated by the capital letter. 
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Placing the two schemes of the harmonic rhythm one under the other (ex. 4 and 5), we can 
clearly see the differences and similarities between the tune types. (In these examples, we com- 
pare two particular performances, but my wider analysis of greater amounts of material shows that 
these two cases are typical of their genres.) The similarities can be found in the first half-lines of 
the leader's and chorus' parts and also in the addressing formula (designated as AF). The harmonic 
rhythm differs essentially in the second half-lines, and, what is especially important, the lines end 
with different functions — both the lines of the wedding lament end with the complex O, whereas 
both the lines of the funeral lament end with the complex X. Listening to the funeral laments, one 
can notice that all fermatas fall on the complex X (see the circles in ex. 4), which creates an image 
of the sorrowful monotonous sighs. It seems that such sigh-motives with the stops on the function 
X are also characteristic of the solo funeral laments. However, their structure is very variable, and 
in the monophonic tunes we can speak about harmonic functions only by association with similar 
multipart tunes. 

As a result of the analysis of the harmonic rhythm, we may assert that although the bridal 
laments and the funeral laments for the maiden often have the same formal, rhythmic and verse 
structure, they belong to different tune types. The analysis also confirms that the harmonic rhythm 
is the main representative feature of the tune type, which allow us to distinguish between the tune 
types even when all the other structural aspects coincide. Sometimes it helps to identify the tune 
type in an uncertain situation (e.g. proceeding from the harmonic rhythm I was able to determine 
that the wedding lament that the bride with her companions performed on the grave of her mother 
was actually a funeral lament). 

The difference between these two kinds of lament may seem too small for the listener-outsid- 
er, but they are essential for the analyst. As to the bearers of tradition themselves, we have reason 
to suspect that sometimes their comments may be mistaken. In any case, the opinion according to 
which the girls lament for the dead maiden using the wedding tune with the funeral texts proved to 
be wrong. However — and this is very important — the Seto singers never confuse these tunes while 
singing. This gives evidence that consciously or unconsciously the tune types are strongly associ- 
ated in the singers' minds with certain ritual function, and even in the case of very similar tunes the 
singers perceive the differences in the harmonic rhythm well enough to choose the right tunes for 
a particular situation. 
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Audio examples 


1. The funeral lament for the maiden, performed by Olga Laanetu with choir, Suure-R6sna v., 1973 
(RKM, Men. II 2423 a) 


2. The funeral lament for the maiden, performed by Maria Sirel with choir, Serga v., 1972 


3. The wedding lament performed by Jekaterina Lummo with choir, Varska v., 1990 (RKM, Men. I 59 
(7). 
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doascaan 1. sb9Emg%oMES Joab WoGoM|do. shMym|db mma ms0bg877 Eo avybeoo. beg. 
bLeyqmg-Mmbbo, 1973 (RKM, Men. II 2423) AF — dodomngob ammdymo; ML — wo8oMgdo0b 
Imo30M0 Igmmens. 6G {dg GZo~os0EM yobs BoMBmobdo. 

Example 1. The funeral lament for the maiden, performed by Olga Laanetu with choir, Suure-R6s- 


na v., 1973 (RKM, Men. II 2423 a). Transcribed by Zanna Partlas. AF — the addressing formula; 
ML — the main lament line. 


ML 
AF AF 2 3 2 2 a 


SS ‘pgp atete. ‘te te ote Ste te o « 9 yg. 
= —i Lee! (OC! SS ———s — ie a 


a 
1. Sab - ra = ka - nai, Siar = fa = Kid = me, an- mo weeemeks mi vil = li w= ma = se = sa, 


tae eyS og: og 4S gow #8 gS ow Shs ty tg: 
vo — Les — — r 


sdb - mm - ko - nd, sit = ri = Keb = meth, sn- no vwer-me om vil- Wi wo - ma - ise - sia 

dsasmmaan 2. sboemasdMeos Joab woSoM{do. shMymy|db 069 30d0Mbo aybe~omeb 7Mmoe. 
bog. &mbos, 1936 (ERA, Pl. 26 A2). 68969 aos~@snmm™ yobs 89MBmobdo. 

Example 2. The funeral lament for the maiden, performed by Anne Vabarna with choir, Tonja v., 
1936 (ERA, PI. 26 A2). Transcribed by Zanna Partlas. 


ML 


2, Hal - 16 ks hal - Id sin - no mel tli - ti 


Hal = 1d, hal = dé sin = no mel li = ti lit = 


dsasmmanain 3. sbomasbMes Jomob woSaMgdo. shMHym|db mmas MAms anbemsb gMmoe. 
bog. dago®ed9, 1972 (RKM, Men. IT 2240 e). 6G 9d%q aAo~osnM yobs 890MHGBmobdo. 
Example 3. The funeral lament for the maiden, performed by Olga Ohtla with choir, Mikitamae v., 
1972 (RKM, Men. II 2240 e). Transcribed by Zanna Partlas. 


MIL 
Z 3 a z 
t tt i" t . t i’ 7 - -— — 
Yuh, a —— oie a # ime cg * 
ry 
=. ——! =—= —— ee, — a —= 
250b = fa = ke ne om ii = hl: ki = ne hal = le Om = fH ka ha = Uc mim = fa 
bow Stig 0 tt so # tees te g totg ote te te gw 
“ S| —_—_— es a pe E —_—_——— = 
oh - pa - ka - ne fil a - a8-ie - ko - meh, hal-le cen - ma mu ba - wo - cd mim - fh 
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doascmann 4. sbs~masbMeos Jocmob EosSaMg{d. shHymgdb doMos LoHgemo aybemob gMmoe. 
bog. baMas, 1972 (KKI, RLH 72: 5 [1]). 689309 ao~@soEm yobs 89M 8emobdo. 

Example 4. The funeral lament for the maiden, performed by Maria Sirel with choir, Serga v., 1972 
Transcribed by Zanna Partlas. 


A 
== i t J —_ = — - —— —_ " 
Oty? op wets ete §(s) #2 £@) * « £2 # esis) 
ee | —_ — } ye 


2. Mili-mest [i-de sa kjau-ki kjau-ma - he, miii-mest Wi-de, tei-ds"a-kib- mt ose kjau-ki kjau-ma - he. 


AoA xx XO XXX O XX O XM KX 


doascaan 5. LoJmMbamm woSaM{do. shMym|db 930H9M0bs MmAIM aybemob gMmose@. beg. 
39Mb30, 1990 (RKM, Mgn. [59 [7]). 

Example 5. The wedding lament, performed by Jekaterina Lummo with choir, Varska v., 1990 
(RKM, Men. I 59 [7]). 


AF 
é 3 i ee _ I 
Otte on PF eho SEES SH OES § Fok oo 
ey, | es ey a F es, 
—_—_—_—_—_—_—_———_—_- J 
3. Kur-val mee-lel ma sais - ti kot-ta - 13, kur-val mee - bel, ma - ma-ko - pa, mi sam = tn ket- ta = 1d, 


XXX O AO A XX KX KARO KX OD 
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6069905 BIIBIAI 
(LdISMHOISILT) 


NIIIEN LNILIMNL IMoBo9OO'bSNSEMSNL LOZNDIBNLOOIBONL 


bodMmdda oydymo bodegmab dhogombdnsbmds dgbbo3emamoas o@am wos bobm&er dy7d- 
mage Qagdab bog d39emb9. ghgbos y3qmo'b9 d3gmo wo Jq(3bagMyemoe@ Loeb~em bdmgebo fobsb- 
g@g00 0. ddggcemodob 1929 ewe d. sbesbadgam@mab 1947 bemgdab gqb38ge@ac3agdobe (60930 boMmbycn- 
0056. Jomaryonn boembyhn Aybo 30 3MbMg Mogob (330c@ob em007363.960@06, 2006: CD2; 2007: 
CD7) @s bs6m@m fsbs69Hqd0 sbemsbodgoemab 63H 33930b9 JoMoarnemo (or-ydnMo) boenb-yGo bod- 
9M» (sbemsbod3oem0, 1956: 84-197)". 

sqeoamhsbsbyMmgddo gmengdBonMoe dobMymgdyen (qrobbemydm ©d bo3Me3am mobbes- 
doje) LodmgMmgams6 gmooe 33mg930b boasbo oym bmeme bso godo 3mengq48oymMo badegmg- 
30/3 Ed bo3M93°09 dgbMyemydqemn 396a960(3 (LogMo309M0 COs bLobode je). gb qgobob369e960 
oqdymab dbasgh cwnsem|d&9ddo, Mmdengddacz_ GMoea3ayyema  dhogoembdosbmds bobodmgme 
yobmydob woe bsbaedo (96 Amcmnsbsgo) MogoManemns, JMogzeembdosbmdob dobbsgmab IgGoew 
Dbod3gbgemmgebo ByoMme. 

Hs LyMoab agsdenggb oyroamhsbsb4Mgédnbs ~ws, Mng, dqdmb3939ddn, dsain dgbsdsdabo bs6m8m 
Badydgdnb s6sen0bn? 


3M JIGME dgbMymgdyenn badmgMgydn: ynsbbengdm 

2006 Berob 95d(39d0d0? gmengdGoyMowm Le me Id5 Woemsn Cd MyAIyHO BsgMHycmo. 
mMH39 Lodegmeda bomab Sb, x9 yo~g3 dob bomdgm 8obado, qbabmbdo 38y3969 30093 ghmao 
AgVdLMe}eMgdgEM0°. coscmsab (ogonmdsa. 1) Dgemmeons wpoabmbsyMHn dobMy@madab efmbs(3 Ima303b 
doMa yma dho3gombdosbmdob doo30M wodobsbosmgdgm bodebb, gormmb 43g9@o0 VII Loggboymb. 
Lodmegmab bo6™8m 3gqMboodo sbemobadgnmameb of oMab smbadbyjemn dgdbMaymydeamgé6n (doa. 1), 
a. Rboggodgbos6 30 LEmMa~@ss damnmgdyemn w~sdbygjd0 Cs avybeon (Jog. 2). onydyMn Asyeycmab 
(o~oomdsa.. 2) Im(3904eMN_ BoMasbHo obSMbs3ay\Moe@ CWom~mool 38aogb. daba bobm8m ggqmMboo 
(36™d00. 

2007 Berab a5dm39dsdo* gmengdGoyMowm Le jmegds: yoobbemgdm — Cwoerso, CMsdsMoab 
bLodmgMs, 76es dma 69HM— bam Es bo3Ms3;0M (asdmboo) mobbemydyjenn — qbomoymm, boy- 
30M gemM05 Loddmdemmb Bangdo. yrmobbemgdm badeagmyd0 oabmbyfne. gosensab (ojeonmdea. 3) bs- 
6mGm 39Mbosdo (doa. 3) sbemsbadzgamo smbadbsgb dmbo(33emgmdob mMHo dboMoabs, MmdAgmmMoa|ob 
gman avybeoos’. Lonb&ygMgQbms, md ensdsmab bodegmoab (sxye@omdsa. 4) (bod@g%s 068mbs30- 
nM @woomonl 3a53b) dmMe~m Aybemab dgmM] Babs~@os~@gdsdo gMmasb mMbdnsba Msbbdmgeb 9d 
(330689) yogmb. badegmab bo6mGe 39Mbooedo (doa. 4) obemobadgamabyyemo damangds | @o | 
oI! sbobs3b dgbmyemgdab 3nmeMgdsb gmbjgMgGyema hobgmMab 8Hm3g9bdo ~Es oMs bobmas~amea. 
9605 dma64mm b4amngmoalb (sy~o0Mdoa. 5) Lob 8m 39Mboodo (doa. 5) oM9Qg9Ms s@badbyyema Bobo 


Vo. oMoyod3gomab dagh bm®oMgdyem0 2 mydenma bLodegms 1904 Bomb HeRamobbs wo oMdegoMdos fiob- 
ghoama, bo3gggemgdob RobgMab moMoma ws se@gomn go oH oMob damamgdymo (Apaxunes, 1916:157, 192). 


2. se(390d0 dgbyemos semgebdo fobgMomoa dobome. 

339 3009 80b dabjge30m MM039 Lodagms Logmmes — dgdLMymadmoe MM39996 MaMM 30/309 Wobobgemgdyyemo. 
4..08(399990 AgLymos odgmbs (Ig6oJm, eagem, JydgmoyMns) Cs H9IM oemg06do fobgGae~mn dobomo. 
doxnbqr9g900 odobo, dq3emgGab dmbs39dgd0m, gb bLodmegmo3 boame. 
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AgbMyA@mg|dnb dobobgd. aodgmMydyjemn g9MdoemyMa GHbHo, LbogomMon~ome, bodegmob dmbo(33- 
mgmdam dgbmymgdob9 dosbodby0b. 


Lo3Msgam osbbengdyemn 

“oabmbsyfns, ob939, aoMdmbam Mobb~mgdyemn pbsooyMmm (sj~oomdsg.. 6)°. 3 3098)do od 
bobgmam dobyemo bodegmab bobm&m 39Mboob 84300 badmgms gomdmb oq (doa. 6). Aobobym- 
ab @sdoma aoMhg30emdab doybg@o3Z0e, goMdmbab BoMBoob AMogoembdosbmds sdjzoMoo. dob 
do6do abdob jo~mmb | wo Vil boagbymgdn. LobmGe bodqdob do60 domemme | boa 6ymanee 
BomMdme@agbomo. LoyqMoe@mgdms, md gor~mmb J3q@o Vil Loegbymo bebgbgo bodemgmo Bobaob 
y3gemo Anbenda. gb Agnbemg|dn0 dmogMejds obSmbs30%Ma bo4(393000 III-lI-lll-ll-l-VII-l, Mmdgebo3 
asmdmbab dobdo Vil bog gba dagbodsdqd0. Vil boegbqmab ombydmds bobmbyMoe@ bsm]g30d 
Lodm@gmodo dob dMogembdns6md0b9 dosbodbgdb. 3q9MdomyMa GHdbGab asdgqmMydo bode gmoab 
Gabegem dmbs33mgmdnm dobMyemgdob yoeoo ImbBdmdeagb. LobM8m bodqdda sMogygQMns o~- 
Badbjema dgdLMe}EMg9d0M9Oq: LobgembMegds Hmd oMs, 930 dbgemo sebodgemo odbgdmes oMo 
JMG goMdmbanm mobbemgdyem Ladmegmoge (How@asb OM sMab damangdyemo bo3Mog0, Mmdmob 
85H H9(3 Jgg@5 LobMGrm Lob&pIoB jo RobyMoemn), 95d9E, Bmasw@se, badmgMo@s3 30 (Ms~aob 
Sje5 Lobm 8 babGgqd0b9 BobgGoemo LobodmM|_Mm BoMGHos BQ JbGmo). 

babmbsyoe@ Lem jds aomdmbam Mmobbergdyemo LoygomMacmns bsddmdermb dongda(3 (ow- 
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NATALIA ZUMBADZE 
(GEORGIA) 


ON THE POLYPHONIC NATURE OF TUSHETIAN SONG 


In the present work, polyphony of Tushetian song is studied based on audio recordings and notat- 
ed publications (in certain cases, matched audio and notated versions exist). These include the oldest 
and most trustworthy sound recordings: those made by the expeditions of Sh. Mshvelidze, 1929 and 
Sh. Aslanishvili, 1947 (Echoes from the Past. Georgian Folk Music from Phonograph Wax Cylinders, 
2006: CD2, 2007: CD7), along with the notated records of Aslanishvili's article "Georgian (Tushetian) 
Folk Song" (Aslanishvili, 1956:84-197)'. 

In the audio recordings, together with collectively performed songs (both those without accom- 
paniment and those accompanied by a musical instrument), the subject of study was collective songs 
sung as solos, as well as instrumental and song tunes performed on a musical instrument. In dialects 
like Tushetian, where traditional polyphony is lost in the majority of singing genres (or even entirely), 
the latter examples represent a very important source for the study of polyphony. 

What picture is formed by the analysis of audio recordings, and in certain cases, by their 
corresponding notated samples? 


Collectively performed songs: without Accompaniment 

In the 2006 edition’, collective performances of Dalai and Tushuri Magqruli (Tushetian best men's 
song) are recorded. In both songs the soloist, still stinging his tune, is joined by one more performer 
in unison’. The melody of Dalai (audio ex. 1), even during its unison performance, still preserves 
the main characteristic feature of Georgian polyphony: the lower 7" step of the mode. In the notated 
version of the song, Aslanishvili does not indicate the performers (ex. 1), as for G. Chkhikvadze, he 
correctly indicates the beginner (damtsqgebi) and the group (ex. 2). The given variant of Tushuri Ma- 
gruli (audio ex. 2) resembles Dalai in terms of intonation. Its notated version is unknown. 

The 2007 edition includes* examples performed collectively and without accompaniment — Da- 
lai, Lasharis Simghera (Lashari song), Unda Mogtsero Tserili (I must write you a letter) and with (gar- 
moni) accompaniment — Untitled, Saqvarelia Samshoblos Mtebi (Sweet mountains of the homeland). 
These unaccompanied songs are sung in unison. In the notated version (ex. 3) of Dalai (audio ex. 3), 
Aslanishvili notices the alternations of two sides, one of which is the group’. It is interesting that in the 
second phrase of the last stanza of Lasharis Simghera (audio ex. 4) (a song which resembles Dalai in 
intonation), a fifth interval sounds at one point. In the notated version of the song (ex. 4) Aslanishvili's 
indications J and J and II reflect the performance of this specific recorded version and not in general. 


'Two Tushetian songs notated by D. Araqishvili are recorded in 1904 in Tpilisi and in Armaviri; for the dance tunes, 
no place or date of recording are indicated (Arakchiev, 1916:157, 192). 


*Materials recorded in Alvani were incorporated into the publication. 
3 According to the booklet, both songs are solos; one person is indicated in both of them as a performer. 
‘This publication incorporates materials recorded in Tusheti (Shenako, Diklo, Kumelaurta) and in Zemo Alvani. 


Despite this, according to the booklet, this song 1s solo, too. 
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In the notated version (ex. 5) of Unda Mogtsero Tserili (audio ex. 5), nothing is indicated about its 
performance. The repeated verbal text presumably points to the alternating performance of the song. 


Accompanied by a musical instrument 

Untitled (audio ex. 6)°, accompanied by a garmoni, is also a unison song it. Notated version of 
the song is entitled Simghera Garmonze (The song accompanied with garmoni) (ex. 6). In spite of 
the poor recognition of the record, the polyphonic nature of the garmoni part is evident. In its bass 
we hear the 1‘tand “"steps of the mode. The bass of the notated sample includes only the 1* step. It is 
remarkable that the 7 step of the mode is present in all stanzas of the vocal tune. These stanzas end 
on intonational phrases HI-II-II-II-I-VII-I, to which the 7" step corresponds in the garmoni 's bass. 
The existence of the 7th step in a song sung in unison points to polyphonic features. The repeated 
verbal text should be a hint for its previous alternated performance. There is nothing indicated about 
the performers in the notated sample: if not for its title, it would be hard to recognize it not only a song 
accompanied by a garmoni (although the instrument's part is written on the lower notation system, it is 
not marked specifically as for a musical instrument), but also, in general, as a song, too (as the singing 
part written on the upper notation system lacks the text). 

Saqvarelia Samshoblos Mtebi (audio ex. 7)’, again accompanied by the garmoni , is also per- 
formed in unison. In a barely discernible recording, the fifths of the garmoni part on the 1* step of 
the mode by the end of the phrases sound clearly. In the notated version of the song (ex. 7) nothing is 
indicated about its performance. According to the notation, the song seems to be without accompani- 
ment, as it is not appended by an instrumental part or by verbal indication on the necessity of musical 
instrument. 


Collective songs performed as solos 

Together with collectively performed songs, the collections include solo samples of Dalai and 
Magruli: Dalai (audio ex. 8) in a 2006 edition and Magruli (audio ex. 9) in a 2007 edition. It is re- 
markable that, in spite of the one-man performance of both the alternating parts for the soloist and 
the group, the singing completely reflects the musical features of the songs (including the 7" step of 
the mode characteristic for Dalai). The solo performance of mourning and wedding songs (collective 
in function) seems to be caused by their being recording in a non-traditional environment and by the 
concomitant causes of such recordings (mainly, by the lack of the full complement of performers). In 
the notated version of Magruli (ex. 8) nothing is indicated about the performer. A notated version of 
Dalai is unknown. 


Tunes performed on a musical instrument: 

Instrumental tunes 

Among the properly instrumental examples, the dance tunes from the 2007 edition are important. 
All these are performed on garmoni. Tushuri Satsekvao (Tushetian dance tune) (audio ex. 10), which 
is comprised of 2 different tunes, is entirely based on the alternation of 2 harmonic functions (I, VII). 
The lower 7" step of mode, as a supportive note of the central tone, ia also frequent in the tune of part 


© According to the booklet, this song is solo, too. 


7The booklet nominates one singer as Mtkmeli, and the second is indicated separately, as if the performer of a voice 
with a different function 
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I. In the notated version of this dance tune (ex. 9) presented is only one tune without bass (except for 
the ending). Despite poor recognition, the existence of similar harmonic functions is also obvious in 
another Tushuri satsekvao (audio ex. 11). The notated version of this example is unknown. 

Tushuri Satsekvao (audio ex. 12) is based upon an alternation which is very characteristic for 
Georgian tunes, namely, 2 modal centers with the interval of the second, from which the upper one 
is the principal. Lower modal center independent in this case, occurs in songs as the 7" step. In the 
notated version of the discussed sample (ex. 10) the bass of the garmoni is not represented, apart from 
the ending. In the alternation of 2 modal centers with the distance of the second as well as intona- 
tion-wise, the close relative of this Tushetian Satsekvao is Satsekvao (audio ex. 13), which does not 
exist in known notated form. 


Vocal tunes 

Instrumental piece (audio ex. 14) from the 2006 edition is clearly not a sample of instrumental 
music (dance tune). It seems to be more of a song, and if this 1s so, it might reflect its regularities as 
well’. Indeed, despite the poor sound quality, the ear notes right in the beginning the 1‘'and 7" steps 
taken in the bass of the instrumental part. A notated version of this sample is unknown. Anikos Tirili 
(Aniko's lament) (audio ex. 15) from the 2007 edition is a mourning song played on garmoni. Under 
the conditions of the poor sound quality, by the end of the phrases the 7" step of the mode can still be 
heard, taken in the bass of the garmoni part (parallel fourths on steps 1‘tand 7" sound in vertical here 
and as a previous interval). In the notated version of Anikos Tirili (ex. 11) the descent of the bass to the 
7" step is not indicated; instead, the 1*' step is presented again. 

Thus, research of audio recordings, and, in many cases, of their corresponding notated samples 
reveals that: 

¢ Collectively performed songs (both with and without accompaniment of a musical instru- 
ment) are unison, though: a) the direct sign of the polyphonic nature of the tune is the presence of the 
principal characteristic feature of Georgian polyphony, the lower 7" step, in all the samples of Dalai 
without accompaniment. This song, which is, at first glance, a one-part song, in reality reflects the 
process of disappearance of polyphony; b) the polyphonic nature of the tune is attested by the presence 
of the lower 7" step of the mode in all stanzas, too, of the vocal tune of Untitled with instrumental ac- 
companiment (i.e. Simghera Garmonze); c) the garmoni accompaniments of the songs sung in unison 
are polyphonic. They present the bass part traditional for Georgian songs (with the 1‘ and 7" steps). 

e Dance and song tunes performed on the garmoni are polyphonic. a) the dance tunes are 
based upon the alternation of 2 harmonic functions (1‘, 7"), so characteristic of Georgian song. The 
lower 7" step of the mode is present in the melody, too, as the lower support sound for the central 
tone (audio ex. 10). In certain cases the 7" step acquires the function of an independent modal center, 
and alternation of 2 centers located a second apart occurs. b) song tunes naturally also reflect the 
regularities of the song; including 2 harmonic functions such as 1‘ and 7" steps in the bass of the 
instrument. 

In the notated samples, the audio-samples of which are unknown, along with the unaccompanied 
songs notated in the polyphonic style (2 variants of Jariskatsis Simghera (Soldier's song); Amodugh- 
di, Margalito (Boil up, pearl); Sigvarulis Simghera (Love song); Metskhvaris Simghera (Shepherd's 


‘Intonation-wise this example resembles Garmonis Simghera (Echoes from the Past, 2007, CD7-28), the title of 
which indicates its vocal origin. 
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song); Me Var da Chemi Nabadi (My felt coat and me), songs accompanied by a musical instrument 
and notated as monophonic examples have also been studied (1 variant of Jariskatsis Simghera (Sol- 
dier's Song), and Es Shemodgoma Movida (This autumn has come). 

What does the study of the songs present in notated form show us? 


Songs without accompaniment, notated in a polyphonic way 

The first two variants of Jariskatsis Simghera are biphonic (ex. 12, 13). It is remarkable that 
the first of them was performed by one woman (Aslanishvili, 1956:155). In this case the basis of the 
polyphonic notation of the song could be the verbal information of the performer or the opinion of 
the researcher, built upon certain arguments (e.g., similarity with the same example performed in two 
voices). The tunes of both variants are developed against the background of 2 steps (1 and 7") of the 
bass. 

Sigvarulis Simghera is biphonic, too (ex. 14). With the unison refrain and with the lower 7" step 
of the mode, this song resembles Dalai. While a song is polyphonic, singing it's refrain in unison 1s an 
unusual, exceptional case for Georgian song, yet the fact that the tune of the refrain 1s an example of a 
polyphonic way of thinking rather than monophonic must be taken into account. 

Metskhvaris Simghera is also biphonic (ex. 15). However, if we consider that the lower nota- 
tion system is correct and is not a mechanical error, then we must admit that such match of voices is 
strange and unsuitable for typical Georgian musical system, as it does not "fit" into the harmonious 
regularities of our polyphonic song’. 

Amodughdi, Margalito (ex. 16), notated in two voices, 1s really a three-part song performed in 
two voices: the principal, mobile tune, which is located lower in the register, represents the Mtkmeli 
voice of the triphonic song - in other words, its middle voice — and, correspondingly, must be writ- 
ten in the lower notation system. As for the part of the upper register with sustained sounds, this is 
Modzakhili, the upper voice, which belongs to the upper notation system!®. 

Performed by one woman (ibid: 158), Me Var da Chemi Nabadi, too, is notated as an unac- 
companied biphonic song. However, the fifth which lasts through the whole bar in the beginning of 
the song (ex. 17a) and the ascending fifth leap from the Ist step (with the corresponding leap down) 
in the ending (ex. 17b), which are characteristic for tunes performed on the garmoni and for songs 
accompanied by the same musical instrument", point to the similar accompaniment of the given song, 
which is not indicated in the notated sample. The bass of Me Var da Chemi Nabadi, too, is based upon 
two steps (1*, 7") of the bass. 


Songs accompanied with the musical instrument notated as monophonic examples 
The garmoni accompanies the third variant of Jariskatsis Simghera (ex. 18), performed by one 
woman (ibid:156). This is completely logical, as in this case the instrument produces the bass for the 


aN three-part Metskhvaris Simghera, which has the same melody, possesses harmony of a Georgian type. This song 
was retrieved from a teaching collection compiled by E. Garaqanidze, intended for foreigners (Garaqanidze, 2004:26). 
The second part of this example is, presumably, an author's dance tune (Zumbadze, 2015:14). 


lOcucha two-part performance of a three-part song (only high-pitched voices, without bass) is quite a rare occurrence 
in Georgian music. 


"Compare to the notated samples cited in Aslanishvili's essay: Anikos Tirili, Es Shemodgoma Movida, Jariskatsis 
Simghera, Tushuri Tsekva (ibid:195, 171-172, 182-183, 193). 
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singer/mtkmeli, in the same manner as in the variants without accompaniment, with the 1‘ and 7" 
steps. Thus, we should not consider the accompanied sample of Jariskatsis Simghera to be a one-part 
song. This same is true of the song Es Shemodgoma Movida (ex. 19), which is actually the same 
song as Jariskatsis Simghera, discussed above (accompanied by the garmoni ) and Me Var da Chemi 
Nabadi (which, despite being notated without accompaniment, still evidently contains the signs of a 
song performed with the accompaniment of the garmoni). 

Thus, an examination of Aslanishvili's notated records reveals that: 

¢ Unaccompanied songs notated in the polyphonic way are biphonic. Their tune is developed 
on the basis of 2 steps (1, 7) of the bass. 

¢ The unison refrain tune, containing the lower 7" step of the mode, in Sigvarulis Simghera, 
is the example of polyphonic thinking (and not monophonic). 

e Songs accompanied by a musical instrument notated in one-part cannot be considered 
monophonic, as in these cases the instrument substitutes the bass of the song for the singer, fulfilling 
its duties, analogically to the unaccompanied variants. 

Research on the polyphony of Tushetian song based on audio and notated publications is very 
important. It sheds light on many issues which have remained vague until the present. The work begun 
must necessarily be continued with analogical studies of unpublished audio and notated records. In 
order to represent completely the process of metamorphosis of Tushetian polyphony, it is necessary to 
incorporate the express expedition works planned with this purpose. 
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dsascmaoan 1. woos (sbemsbodgngmn, 1956: 166). 
Example 1. Dala (Aslanishvili; 1956: 166). 


dsascmaan 2. ~W5~ms (JoMorycmo bomb Mo Lod@gmes, 1960: 36). 
Example 2. Dala (Georgian Folk Song, 1960: 36). 


Fs boo Xop 
el ae a ET ee 


dsascmaan 3. Wooms (sbemsbodgocmn, 1956: 165-166). 
Example 3. Dala (Aslanishvili, 1956: 165-166). 


SE i a so oo : 
Seog Myron, wo.qrage. Bby.  gehy- 


doascmann 4. ~modomMab bodoagmes (0439: 164). 
Example 4. Lasharis Simghera (ibid: 164). 
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doasmmann 5. 76s dma 690m b9M0~@M0 (0439: 187-188). 
Example 5. Unda Mogtsero Tserili (ibid: 187-188). 


dsgommaan 6. Lodmgms aomdmbog (0439: 196). 
Example 6. The song accompanied with garmoni (ibid: 196). 


doasmmann 7. LoyzgoMgemn0 Lboddmdemmb dorgdo (0439: 190). 
Example 7. Saqvarelia SamshoblosMtebi (ibid: 190). 


——— 


dsagsmmamn 8. doyMycmo (0439: 164). 
Example 8. Magruli (ibid: 164). 
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dsgommann 9. oyd-4M0 (39,330 (0439: 193-194). 
Example 9. Tushuri Tsekva (ibid: 193-194). 


dsasmoaan 10. 07d-9H0 (3933 (0439: 193). 
Example 10. Tushuri Tsekva (ibid: 193). 


doasmmoann 11. o603Mb Gomo~o (0439: 195). 
Example 11. Anikos Tirili (ibid: 195). 
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dsgomann 12. x¢0%0b30(30b Lodmgms (0439: 181). 
Example 12. Jariskatsis Simghera (ibid: 181). 


eo ee ee ny 


dsgomoann 13. x0%0b30(30b Lodmgmes (0439: 182). 
Example 13. Jariskatsis Simghera (ibid: 182). 
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Boqammnann 14. Loggo@4oob bodegms (o439: 185). 
Example 14. disse dda oie its 185). 
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dsasmoaan 15. 09(3630M@0b bodmgGo (o4g9: 186-187). 
Example 15. Metskhvaris Simghera (ibid: 186-187). 


dogomann 16. sImoq~men, doMgocm0 8m (0439: 184). 
Example 16. Amodughdi, Margalito (ibid: 184). 


- r 7 : 
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dsasmoaan 17. 9 30% wo £90 b5d0@0 (o439: 188-190). 
Example 17. Me Var da Chemi Nabadi (ibid: 188-190). 
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dsgomoann 18. x0%0b30(30b bLodmgms (0439: 182-183). 
Example 18. Jariskatsis Simghera (ibid: 182-183). 
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dsgommann 19. 9b dgdmogamdes Im30@wo (0439: 171-172). 
Example 19. Es PEeeneene Movida (ibid: 171-172). 
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JI3NMNAN VO DIGSENLISN HIOMIJIGILN LOGIZBIM BIMbIANL 
IIL GHNSGIISHIS BMANBMENSIN 


(369d9d0b m3gMsGambsemadsi3ns' 

bsmbydb, GmImM|d03 Bo3Zgobosda wown bosbos (36mM3gMMd96 (S~@aM 950, 969b2a900, 
SQbsdbgd0, So~MysM]do, yoMoRogemydo, Mbyd0) 493M0 HoImeEmannMo, Abasgbo 3ymGyh~- 
ma GM9@a(308 843M. JMHO-gMan Jomasba qy3o3daMe Ido (393306 EMMb aobbogyoMydy~m 
J(3930b. bei3gggom bagmagda, bydMmde, dgdobam@mgdn wo dgb0d36g9d0 sbomasdMeas dm(39- 
33039900b 06 Agnbogmbygdob dodohin, AggymgdmMong30 Amgmgboo. gb BqmMBymymo dmgmgbo 
LeAms@ dofgb dgbbogmamn seamgymo dobomoab bod39~ 9, doamod dmmdob 4930 
IMOZAE Do gM EQdqegds, dgndemgds gogMGBgmegh goggoboob bbgo boerbms ygmgMg- 
dab dodsMae(3. gdoaMs(309d0(3_ 30, Bo3gobogemgda oboMAybgdg96 dodobamgdob BMoe@a300b, 
M93 IMBAMdb dom domo odbomemmanaym wmomMgdymadob. 

Lo@amgbobboyemm (39330b dgdobamgdn Bmasw~n seamM|yMa BMMdoss. MVyI(30, gbob 
gHoamdoa domomme mmho 39MasbGo oMab fhobgMomoa: sygewyaab eosm|4Gdo — jergz~ycqob 
(B94-706) @d Dssbymab CwoosmySdo — pero] (fox) (sxjeonmdoa. 1). Lo &y3o-bo&y30m, 


(36969 — gorg gob MoMadbamns smam|yMa gbob dyge@yayMo ~wnsmy|d8o@sb, AHmammM(3 
mobs-dgdsbam@mo 26 wsdbd9M 9 bdg760 (Kushu, 2015: 54). dodbymob wosmg|d do yersgeq bod- 


bo3b mobo-dgdobammb. bodg(36agMm mas MoGyModo, MaGdye~m dgdobomgdb M. yooMm3m3o 
bme@gjeb dzhegu ored (%93a43-MGJ@) — modsdob bod@gmgd6b (Unerokova, 2014: 320). 

HgMIobgd0 yerggayyqeb co gemogeg sb~mmb omab gmmdobygmmeb, doamsd bLb6ge@obb30 
LadobGajgqm 3mbGyMb aowdmb39d96. yerggryq9b oMab ,,0bo-dgdobommo ,,, RVb4(30Mbo~- 
yMHse@ JgmMose@0 bdmgob bagM39do. GygMdabn sModsaMs@sd0M sbobosmgdb CE~|bobboymoab 
6dm306 bodsbb, Mmdgmda3 shob dmogeMo ws wWosdsGJdoma dagMgQd0. (369d0 yerosxegh ofgb 
SMS CEdd9H d0b DbadZzby~mdse EEg|bobboymab dmogoMHa dagmMam sG\nabyagmmbogab, oM- 
Sd9e@ aycmobbdmdb ao0M3394yE~M gZndMo (304M Logyd3gqemb, Mmdgena(3 sdoaMgob y3gqmo dob 
dagmob. . qboMmgmgob dabg@30m, MMIAG@Mbs(3 Babsde~egdoMy] L&osGoasdo 394yMe@bmdn, yero- 
987 03L90b mododob LagMgab dagmam bLaigoMagemgb, 048 30(39db dob Es LHyMymMMRombs ws 
Jamoosbb beob. modsedob dmJdg~qd0 dgdobamgdob a9M9d9 4(320MagMO", SModMsambydyyemo, 
Imbyg6oema es oMobsemgbobboymm fobb. dadobamgdam ob amgob mmMasbodgdyema wo 
ImbgybMaagoyema Jdg~@gda0b boboomb. &aMdo0bgdb yerazeaqobbs wo zersseg-b dmmob bLogmam 
abso, Md aboba asdmboGo396 dgdobomoab wab3MgGyjommedob, od mM3g0embooMobam, md obo- 
Go Ab~gd006 89MOMENMsE, (39330b Im{dge@gdob Mmangoab dabj@Z0M wo Aosbbobe3Mymo~g 
asbsbamygdyjemn Mash EEM|bobbsymob bogham dagmam ba ghedo. 
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adqtio(gamboean (30 anqmabbdmab sdb SMoJGyeo (369dgd0b 43MM ymb3MgGyemo (369dgd0mM hobs(33emgdob 
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Dgdsbagngdab dgdbMmyemydenygdn 

dgdobaemgdn dgndemgds gMadse s@sdosbdo (b9(39330™ bmob mo~@gMde, bymam Imymo- 
M969 06 bo(39330M Imdg~@gd0b L630 Imbsboe99) 06 se@osdosbgdo0b xaygQds asdmb3gb 
(AmamMHy Bgbo, 95d930(39395). doMoms@se@, b9d0bd0gH Asdo30(3b, GmdAge@ay b9(39330™ 
Imdg~@gd0do Ambsba~mg|mdb, ofgb ,dgdobam@ab, 6969 Empgbobbsymoab aobdogemedodo. do- 
69@939@ sdobo, gb bogamba dmbybmoagdyemoo. 

y3gmod9 dbad3bgmmg3ebo ,dmddobbgen,, Agmqgb4~ Mmodeddo — hatyyaklo 300530, 
658053 — b9(39932M Bmab dmogoma mmMasbobsSmMos. Jobo aodmymgas boe~mboab Dobo~web, 
MHmMIm|d073 gL6Mqd006 gxeaacqh (929377 HMoseE0(3oyJemo seEoM|yMo Modsdos. 03039 9Mdo0- 
Bo smbodbs3b se@nmg4y% Jombomb) (Bgazhnoko, 1991: 188), oBy9d0 Jgggob dobyGoms ws 
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bob dmbymds. O~mgbobboymab ,aobbymdo", dabo dobd8od0 LomMy@ dobbgo CsdImMgow@goyen0, 
dabo MAg30mM 0MfA9396 Jobsabdemgd0 bgndob emgb wo gbdam, Mmd dmdge@gdob boMdsG Jd 
CSdIM 30 JdqjE™Mas Job MMasbado30y~m YhoMd9, Amdo~mMmdsbg, Ws~gdnM Mg93%)G0(30909, 
qoModdobo os, 93939, odab yoomby9, my MmamM dge@ab nan dagmham ba3gM(39dGo Mmoegabo 
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MMd096 2dBMHMZ0d9(304MO QBMMBmmMMymoa HSM, Mmdgmbo3 ob sbymob. 

dgdobamab dmgomgmdob sbMymgd96, 03M 9M39, ImymMoMybg99d60 (pkhachich-9bofohO9 
[o@aMaMbo] (3933H 990), GMIEM|d0(3 sOENM|YMHA HMs@030y7m0 sbbodd~@ob 653Mgdb 
BoMdms@ag6y6. wobo3m gm seamgb HMs@agaymo ob6b8MdI76b8 yom sbbodd~mo da~w@agds 
JHnd 85MImbo39b9 ~Csd33H%Qemob obhobsm (pschynao) Es MGHo AmymosMybobsaob — ob- 
hose (pkhachichao). s6boddcmob L630 39Mn968 9d0 dga(3o3b: (1) albhobsm + dmymomeyb9 
+ Agemmeng, (2) sgmMeEgmbobSo + MHa AmymoMyby (Lys. 4), (3) ogmMegmbobSo + mHo 
Imymomyby, (4) s3mMeagmbab&o + dgcmmemy wo bb3. (Sokolova, 2004: 68, 126). A396 339 
MOIGHoMYAMsEo omBbadbam Imymomybgb gbshohomb ynb4(300b dgbo6gd (Sokolova, 2002:80). 
of Joos dagymammm, Md seam|yMH AgbagomyAM ab®mMosb dgdmMHhs Modegbadg dmymo- 
MA nboab bobgmo, Mmdm|d0(3 docs (36mdn~mo aobeby6 omMs Qbohohd97-09 C933MOM, oM- 
Sd9@ dadobamgdab, 9.6. d94-gmgzocmabs wo dgbMmymgdob soomob aodm. gbg6o omnob: odob 
d90340MMZ0, Doamdge bogoygob sbbsddma~@sb (1864-1918) (Lym. 1), odydohaM jo0eEM~)30 
Nd6M5800 YodaHd gb sbboddmoew@sb (1896-1980), dogygqmdso Gy Ed MGHdob bsbm Is8dye@ do- 
anxggab sbboddemoe@esb (1909-1989), dodo6 Sb6o37d0d930 Aymoaso osGemgg0b sbbodde~maw@sb 
(1927-1991) es bbs. 

oyMm| seomggmgdb dmmob, ,dmddobbgmgdb" ome gdg6, Aggymgdmn3, obomacdm- 
MJdob wmnw@ YayRb (mom dob 25 s@sdoobo), MMdM9d0(3 39396 AqbagomyAM wWomoby — 
93690637 (pkhembgu) (Sokolova, 2004). Gmamm3 Bgbo, emgbobbs4m9db9, gMm0 Lmg@mob 
boMdmdo~wagbemgdn 735396 Wo sbs~masdbMeagdab Mamm Yayo 9M 96 MMH Loomdo 969(33- 
™mgd9 gMadsbgmb. dom dmMob d339nM0 CEs Lobm3obo ,dbooMye~mn MOGHIYmo dgdobo~mydob" 
MogzabgdyMo ,30M8ByomyAMa" 3mb3yMbo adoMago0. 


dgdsbagmgdnb dabssmboa 

Yy3gmob9 a03M(39mgoyCMa Co bdoMa dodobo~ma oMab ba~m|d0b ~ws33Hab Immbmg3bo: 
"lagur shjuteu\" "lagur, lagur, lagur, lagu!" — ,e@sq30H0m!" ,,bg~m960, bgm@mgd0, bge@mgd0, 
b9em9d0,,. obgaa dgdsbaemgd0 oMab hobygMamon Qmbmhsd69Mbg, HMdgema3 oMISZOMdO A539M@d 
(ogmMegmbabGo doamdg& boawyogyo , boGo0jz~m — Gob sgoMyobmymgo, b6ohoBsm — sdsb 
3903%7)0MM30) (SQ~@aMId|. 2). domo AMbLIA7GS Jobsdemgdgmos HMYAMAGMdO CMpbobbsjm db 
Mod 43gqm~a0b, Lo~we(3 (36M3MHMd96 s~a~M|gd0. gb y3:nMa~@Mo oMab NbagZqMboeEm~Mo badabdagmMo 
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Bmabmgob, 030 dnodomaxmns xg7aqb Imbsbamgmes 8oboyMo bsbomabmg3o0b — bsm@mbabagoab, 
AmMdgma0(3 SHab oMagzgemn3 ool oo wyNM|dL (393g0b (LxyM. 2). 

yIMosMgbo@ boGosgm y30Mob. dob ofgb, 03%Qqm3gq, b8g300m Ama yamg|ds bMgdo 
AAMdMseMb MogabyRmoo wo MaG®yjomyM OgbmMoab qbobsddmgmmb. TJoGoo0ojzm-b doM3gmo 
sob 89G9%s yYmMbo, GmdAgmbs3 84300 wyyng d9bh (dezhjye besch, mbo~ob gx¢mbo). 
dgdobamgdob qdgGgbo Gobo Bmab (396%Mdos wos IM(3933039 bygam@mdg o6 Lomobsb go 
dadsmayema. gb dgdebaamgdn dgndmgde wooymb bod xa: 

1. qgdob wes aododbb939a9m0 dJgdobo~@mga0 — "Opseu!" (Bocecmmds); "Opseu! Degjou 
ukjeshjo!" (do@cmmeds, M4396 30M (393323); 

2. 8MMgBMB30(304qEMa Agdsba~mgd0 — Eu, eu!” — ,dme@o, Imeo,; "Pliape tyklegjapl\" — 
»0h3969 dgb0 Aeybemgdo!” 

3. gdsboem0 d960d36s/obLGMy4(309 "Kjyztemygjaklu!”—,,o% woymdIm dob* (AgqyeM9dH03 
ab dodsMaymos sbomasbGes 357306396, GMI7CM(Z (393323L BOM LabGoew, 30M] Joo); 
"Zeblesch, Shumaf, zeblesch!” — Gm30 bodoMms wobSobi300b wo339 amambmsb (39330b 
OMMb. 65G053 5d66939db Zo3b eo, 94939 EMMb, daymamgdb Job, Hmd Job ye 0(3933Mb 
domasb mobbdmdsdo; "Ekhyy, ekhjy!” — (,doe@o0, doe@o“) — gb dodoboema3 sbomasbMeos 
30(30b dadsMamoe. sb9emMasbM@s 30730 oH dmMdb Jom~mb. dob oH hes dobi3gb Joemb 6960, 
dmoamb dag0dMo. 

Lo3gdome@ bdomse@ dgdsbamgdn dadomaymns dyboagmbyd0b396 906 bom@mbob396. s@o- 
mgyMH0 bLodegmgdob mmbembyma fobsbyMgdob obomo bab oMmb, M. NboMMym3Z0d b38g- 
(309EMHSO aSIMYymM Agdobo~mg|dn bFobsmMb dodsM~ (sgmMegmbobSo — Isamdge@ boaoyxo, 
Rbohohsm (ImymoM bg) odob dsogye~mg3o0 Ed boGo03™m, ®yJLGo: Opseu, Mykhjamet, opseu 
(g05@cMMdm, dobx¥5d9@) ws 9.d. (Unarokova, 2013: 90). 


Dgdsbammadab Mmemn empbsbbsymoab dagmMamn bagM sab 3mbGadbSdo 

dgdobae~m dn bMHgdo Aqbogo~yMoa obL&Mydg768 dob dagmMgdmsb gMmse@ (aobbo34ymm9- 
dom, NCOMEMb|dObL 339% 9d096), Josbod69d96 wo(344em LogMGggb. yg0Momam Ambodbyemo 
bo3M(39 boembames ,bo3b9", odaGmd ob E93039d4Ma Oo Woda HIMAGMMoos. od bo36- 
0b asMgm oMob bodbgmy9 wo Jombo. (39330b 6Hgdo sMob EgbGogo wos bod30(3%9. 

dgdobamgdo, Ms MAIS Whe, oM oMab Ayba3ze, JsamMod Jom g0MQqd9j CE|bobboymolb 
AIqbogomaynma onMs Bomdmywoagdgmns wo 03 sMbgdmadb. bodysmmb gmba3qm bymo- 
m7 CEEgbobBsymob sGHdmbeagmmb do~mosbh Mnyma ImmngmbayMa B9M8HoHyMo ogb. 
bds (Igdsboe dn) y9{Mn@ Ido Ergbsbboymob Bmase bdob, HmamM3 dagmMam0 Lob&yIdob 
JMM-JMHMA gmgdgbGHo. Dgdobaemg|db ofgm, Amamm 3 Bgba, gobybobo3mgemo bademeng. do- 
6 9@030E odaobs, A396 dgagodmons CEs@gdnMms@ JgZ0QobmMmM ob aoMgdmgdo0, md aboba of- 
096 abSmbaM|d4yeM0 Co Doma Lads) Ed HIIdMYyen dobsbosmgdmydn Logdome Imbgb- 
Magagoyemos. RM~m dgAGa3, dgdobamgd0 oMab seam|yMoa bo39330Mb IAybogob aoM3Z3gq~~mo 
yooMy~mo o8M0d%y8o (bem. 3). 

b0(39330M dgdobam@mgdob badobGog3yMo Jbadgbgmmds ws MAMAdyNmg|do IgM fhobb, my 
dso dg30@9M dM L3obeaMgdob GHMHsEo0(30yEr BMMIZ>L CLs aogamM3Zemobbobygdm agmaMsg0- 
yom 80MMdgdb. Jagddo, Lbo~ws(3 s@EamM|b gmbogyMn ByMByMs Csnds@s, dg4dbs Bogob gb- 
Mg 8034HO aw gemo. I63q9M30ema oMob LobyM39emo dobsbo, GmMIgmbasa3 [MH My o~Ebggb. 
dobmeb dosbemmgds smdMo3b boboMmyamab asby@ob, mMdAGMM|dmb6 Losbermg3o0b og~mydoob. 
gb dadsbaemgdn Lbmmy@ sd Lobsmymab djamdbgdob aodmboGo396 adab aodm, md abobo 
MdAMa Job sboggdg6 Loodm3bgdob. 
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Dgdsbagmadnb dmMamemmans 

A396 dadobam gdb 37 6me@ gdm ,d9MBog3b", Oyo abobo dgbMymgdyens gman o~@odo- 
obob dogm. abobo a30d™g9396 gMm aQMb bo(39330M Im{dgw@gdob dagmom 8mmagmbnsdo 
Od 25dMb580396 YRM~m dob Bq9Mdo~myM JgAGy3gemgoob, 30eEM]) AygbogomyMow@ ab&mbaM)- 
dM BMIIMHAOBL. ,doMBag0" dgdoboemydo 3oMao@ obdobgd9 1911-1913 bengdab dagmom 
Bobsb9M9ddo, aobdgmMadom agbegds (39930b aobdogemdsdo ((39Mg7dIMbaEMO ES 9M%9(39- 
MHIIMBoyEmo) BMs@030yje aoMgdImdo. oyYM|gmob swom|gmydbl dmmMob, asMes ,,dssGo- 
30b0°, Ao~@gds ,Maqemoa" dgdobamgdo, Mmdgmbo3 obMymg|db obomacdMes dodo3o(39d0b 
RAIRo. aMHJgnob Bmanghn Ggaombdo (Isa_smomsee, Dyuzzhi -do) Mayo Jadsboe@mgd0 
emdnbamgdab. A396 3446megdm dadobamgdb Maymb, my730 ababo aoobMgdyemns Cwos~m- 
aoqM QmMdodo. Aggymg|dmMn3, ,bomoabGo" s(3bs@gdb Ms0d9 MgbaLL ws Mobsdgdsd4a~mg_me 
KG7Bo dob ob s~obGyMgob, 06 om. LOMyAIGyMymoe ,cns~mab™ ofgb chGaymbymo, 
LAMIG®yAmo aoGHoMgdob 6 dqmombab gymMdo (Anzarokov, 2011: 103). 

DLdAg69mS9) |mryqbaMgdyjem dadobamg|db ofgm aobbobo3my~@mon dobsbosmgdengdn: 

1. domo moadbgdo AggyemgdomMng aodgmMygdyjemns 2-4 xQM (Dbasgboe adobe, Mode bo 
da3zMmbGMyJI®yMo o6 Ige@meoayMHa mobbdm3bgd0 — dAynbemrgda — oMob aosdgmMydyomo 
REM 3EMMjo IgemMeongdd0): 979-99, 960-965, d96en9h, O96eM9h, Ed. 9.0. 

2. dgdsbaemgd0 dmdMsmdg6 domom MyaobSMdo. y3gq9mobg dJoboymo omob xIja%, bo- 
(G053ML dgdsba~mo domo Lodsmmg bao. 

3. dgdobamgdn QmmammMyma Ag~mmengdob 3mMd3Mba(309dG0 dDg~@nb. bdoMo@, Jomo 
SMAdMIDM Id9MgIMd9 aobbobo3Mymns bomb AMa AI~mMe@nnb BMobab CwWobMymM|dom, Mo(3 
8MHdq4Go39d0 aosdoMampdyoos. RIM JHa0, IQ@mmeoyhHo BMobab dgby3q9Go0b eMmb, oe- 
30m bebamMdemngzo0 yby3980 dagmab ambbq dgdoba~@mn ws J9MMHy, YRMM JoMBog09, Jomo 
IMLIFGI(3. BMas@se, sMbygdmab LOMyI®qMymo L&IMgmGBo80, MmMAE@ob dobsbos Jgdobo- 
mab dmemmenbo wo ImEmmenbab aodoMamygdom da~rgdymo ydoymoRamg|ds sydmoa3ob gb- 
098034 Losdmgbgdob sboggdb. 


JDgdsbaengdnk 9764 (3ngd0 

son b EMrpbobboymgdob obLGM AIF yom youMoemdob sModbsG3Myemo dabsombm- 
3MH03Z0 O5H30MMNZS 9M56030~m9d DbadZbg~mMBZ0bns, 30EM) DboG3Myemo. dgdobo~mgd0, Mmd- 
96073 (393306396 wo, 06939, bommbabygboo dodomayean, ob&gbbayM aogmgbob sbe@gbyg6 
Inbo3mbgdb9q Co Aybo30b9. dgdoba~mg|dn hoMaymns E~rgbobboymab dagmam bo3h39d0, 
Meodgemn3, sdsgOMmymoe, L6go@obb630 gb J(30ob obMy~mg|db. domo Ma36g30, bey d(30M9, 
bodoo: 

1. LaSygagMo es amMdbmdob hodmdyoemadgemn. dgdobamgdab GydbHo oMab aodobbyeno 
BoM 33g9yC~a JdQeEgd0bomgZab — Hodabagab, (39330b Ggd3gM0dg Gob aobodmagMgdmoe@, 396- 
goab sby3gabs @o dgdmdMmybydobagob wo bbs. 

2. dmoedoambydgemoa. Imdg~@gd9 BrmmMenbydyemos dgadobamydob bobosmmeb, 9.0. 
dgdobaemgdo (33CM096 4m(3933030b J~eamdoMamodsb, Mmdgma’3 bes Jo8y3gb dom. bdsdomo- 
moa, aodmdbob3gmo dadobamgda dggbodsdgdns6 SH gddqMod_bH yom Godob (3q9dob, (39330b 
HhJoMgdob 06 godmbsG30b d98 gdem3ayMmdob. 

3. odbomemaoymo. dgdobamgdob a0M9d9 wmgbobboymoa joMao3gbh G®mbb wo &mb- 
semmdsb. bIsdsmMoema dadobam@mg|dn ~En~@n Meme gbmdnb boembab E~gbobbsymby oobbM dob 
SMd8OMOSdNMa CEIIMbLAMs(3009. IMJIg~@gEd0b dzomo dabo ber3nc~ Ma dbod36gemeob ab- 
DNjZoGHMMas. sdaGd, dadobamydo dggbodsdgdne6 odbommmaoanmh Imegeb: ,yogmocmdab 
bdodommmds — dmgm@mgbab doboymmds — dmagemgbab domoma broom yma L&oSbo,. 


2298.96 dagMse0 bo3h(39 L@gd0 ,bdnbe@s* nbL GM IZLE HY Agbazob wo, dgdobamydob 
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Bysemodam, adgbb bydagdGqm wo b38930Q034 Mgabgd9db. obg, dogsmamse, Iqba3ab 
BOM3399CMa QMOMemmanyMa Joboboomgdmyd0 (@5ym369d0, homes, 54(396G0% 20) COo- 
B03dOM {d4yEM8 4M(3933930b Imdg~@gdgdM0b6, MmdAgma’?Z, Mog0b JbMn3, Dgobododabmdsdoo 
boembab dbomesdqMobmsb 06 aodbb939dobmeb. Aybogab wo sMo-dgbagab yanngMn 3o3dGoMo 
d9Go0@ Dbadgbgemmgeboe Jobo sbse~mobob womb. 

99939 EMHMb, obLH|MAIZEH Yeo Aybogob jo3damMa dadoba~mgdmob sMab sMbrdMagz0e 
ZobObb3z039dye~ mM Lbgo@obb30 bodysfmb — se@sdosbob bdabs wo Sgo~@sdosb4yM bLodyoMmgdab 
(Sj.@0dosbyGdo oaymobbdgds 3mbIMbo, GAgnbjzoMHboMydyemo bai3m3bem by, ~mg|MEsdo, 
30) dmmab gogdomab smmagbs. 0d bodyommams Lmymn wosbemmgds dgyqdmgdgemne, do- 
aMoed bobammdmagn yHongMadgmby30 o~@odosbb dobodmgdmmedob wy qdbob smadgeb ob- 
LAM d7bG ym boembyMo Ig~mmengdab badobGo3yMHo b389(30QN BD». 

HMoseai30y~m b9(39330M Age~mengddo 939m) Domo~mo bLodemmab dagms Jdbob 
Igmmeoob 3qmdobo3nob. Bmanghan dgdbMymgdgema domom dagMgdb adgnsmoe@ oy9bgdb, 
dsamMod dom Mmd do9Mb9396, 4099396 dob, mammal ,ohgmgd96" Agbazeb. dohgmgd0 Im(39- 
33039900b dagm s~mnddgds, MmMamMM3 (39330b ohdoMgdob bodobo. 

SHoEMASBHMOS sgmMMea@]MbabSms Imo Go3o0do oMab dgdmb393960, Mmegbs3 dm(393- 
3539900 Imamb396 qaR3Mmr L6Mog Cs 33gMob. dgbagmboa ohfomgob boembym Ige@meoob, do- 
BM 03933939 3303 WomMgISyMoRamydgmos Ed aMbMBZb ymRMM LbMsgq ~Wsg3Mob. Mm~@]- 
bo(3, Jobo dmabmsbob dobododobse@, sgmMegmbab&o 4W3Mo3b aogodgqem dagmob domom 
MH Q0L8Mdo, gb Iegqgg3030b dagm smddyemns, HmamM3 ohdoMgds. obg Mmd, obbGMydgb- 
Hymo boembyMa dge~mmenoab y3qmobg Jomomo, ,@oym3zbgdyemo" dagmMo dgbmbaemos bo(39- 
330 Agdsbaemgdmob. ab ymobsdMegds 3yemdnbs300b — gdm3anb demogMgb aow@dm3gdob. 


sb 336s 

dgdobamgdn omob xgaqb dagmamo ba3gM30b Mmogabgd4yMo d&Mabo, Hmdge@a(3 howgo%- 
mos dob bob3m980bddo (39339 — abLAMyd,Gyemo shbodd~ma — MaGyomyMho Mgo8Mo 
Co Lbs.). a. O90(3MBb30 LodoMmmnsbse@ smbadbs3b, Mmd dodsba~mg|dn aoMadmb dobo&y30- 
Lo debyboe. dgdobamgdo0b dgbbo3gme aodemg3b bodyomadob dggabbogemmm bodmasc@mg- 
dob JsbmdMago Aygbazoem Ma (36mdagqMQd0 (Zemtsovsky, 1990: 104). 4 3z06ob369e Semgddo, 
aAMdgado d(36m3Mg7d sen~M|gemgdm06 Losbemsab asgmybam, Jgdobam~mgdab Ibod36g9e~mmedo 
HMHs@030497e~ 97.93 qb JgbMyemgdobsb IbodZ:6g9emm3Zbse@ 0SHE]ds. M30, Bobs Bergddo (doa., 
d9-20 boy 3y60b dgmmy 6sb939do) dgdobam dn se@nmgda boSo0jMb 3IMHg{MmasGo30 oyr 
Md AdDZNSMSEO LMYMEOJdM@d, sb—~Ms, MYNMHJo s~amM|gmA|dab aogmaybab daw Ja9@, 2363~ 900 
VAqRo, MMIMoabL LuobweaM|d0 Ay~dago~@ Mob sbemosb (39930b. 

L30be@omgdab yayqeymoa dgbMymgds MAMJo smomggmgdab dagm, s~mdom, domo ao- 
Mobsbemgdob dg~mgao@ Ahodmysmndgaymon (36mdagMgdnMs9 aobsnMmdgdyema — ab gmeg- 
JSoyMo yboeMobmgdab, aogmanobydobs ws gHamdnb asdmbo&yomgdo aobews. Aggy 9- 
dM03, obabo LaymMeagdmea@s ghao Lagmob dodo3o(3gd0b dogh, Mmdmg]d0(3 JMHMOEMMAmoseo 
aMmdgm womob — 6 7ddayb yMByodebyb6. 0d E~rg|bobboymydab LuobweoMygdob bodgdomo 
8H IJLGyd0 JodMa yma ay domo LogQmg|ma 43933939 AMAMboboe@do. L630 Lmge«mob bom- 
Imds~magbemgdn aobbyne@b96, md amambes 39 (393303b. bo8003m Modsdmd~@s mowgmab 
AmMmb, DoMmsz@o0 y3gmo dgdobomb wo bmayyh 06393~@0 dom. 

bo@ goJMo, bow goJMo, 

bow g6JMs odo? 

B0]Mo, BoJMo 

ob g6Jmo 6M Jd). 

43960 sgmMeogmbob so, 43960 ogmmeogmbob Go 
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63960 sgmMe@gmbob so, d90-do! 

ob9 md, dgdobaemgd0 wo dybage gmgdgbG do gMao bLab&gdobs, Mmdgema3, ob939, 
ogMmnsbgob Lbgo@obb30 dybazomymo abbSMydgb8ob dsagmgob wo &gddMgdb, domomo 
Lodsmmoab dgqbajgomym bodb wo agb&a3goemoab dmbobomgme bdgdb (oy~@om dog. 3). 0dsbgb- 
HAM oobH|MyAI7VH yen HgdoGyMa aodmambydo, MrmamM3 gqbHMo - AybogomyMoa soMo- 
d9GMgd0, Mab dbod3z6ge~mg060 wo sbobogh boembyMHo ImBoagob sMbydmdob ymbea3nob. od- 
939 EMMLbL, dgdoboe~m|d0 Gos Aybago LodysMmb damosb gmbo34M LyMomda gMmnsbegdnob. 


msMadbs osanes fbgnd7d 


S~NMISasCmam|dn: 


Yy3gm@moe syw@amdsasmama oMdogaMdns hobygmMoma abamoabgegdob dogm (1911). Ibo gmbgdob 
KaqBob bogmddergebgemo aym joMase@ (36mMdam~mn seam|gmoa sgmMegmbolso (o3bfobsr) doa- 
MA bogey Zo, IMymrosMyby (o9boBofo~) ws Agdsboaemgdo (bsGosyr) sdsb d903~emg0. Bobsb- 
JHgd0b wg@oboa absbgd0 ~mbembob EMI oMagdo. ovyy~oom fhobsbygMgd0 Mybamdo hodmBoboemns 
Lojgmema3eb dogm 1999 6. 


1. (39332 49298797 — sgmMegmbob Go: dogodge boaoyg0, ImMyYmoM7b9 (o2bofhobsr) Cs Agdsboe9d0 
(658003): Sdob dongymmso. 


2. 696179400 (3993 — S3MMeEgmMbobLG®o: doasdg~@ bogoyg0, AmMymoMybg (bohofhom): dob 
3003%70MMZN Co Dgadoba~g|do0 (6580030): God sanMysbm3ego. 

3. dogoMbygmgob (39339 — ogmMegmbab Go: dogodge bogoygZ0, ImyroGybg (opbshobom): sdob 
3503%70MMZN CS Agdobae~gd0 (6580030).: God sgzaMyobmrymgo. dogsMby3m30 ayr boaongab 
Jdmdemaymo bog mab demmdgmoa mogoe@o. o. Lmgmemmge goMoyOmMdb, Md (39330 Jgmbdyemo 
oy bogoygab dagm mog0@ab bodoG03(390qemme, 96 mo30e@b 0d dybo30d] (39330 QYy3°Mo. 
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ALLA SOKOLOVA 
(RUSSIA/ADIGEA) 


SHOUTS AND EXCLAMATIONS IN MULTITIMBRAL POLYPHONY OF THE 
CIRCASSIAN DANCE CIRCLE 


Operationalization of concepts 

The people, who are long living in the Caucasus (Adyghes, Abazins, Abkhazians, Balkars, 
Karachays, Ossetians), have many typologically similar cultural traditions. One of them is related to 
special behavior at the time of dancing action. In space of a dancing circle, jokes, shouts and remarks 
towards the dancing youth or musicians become norm. Most fully this cultural norm is studied by 
us on the basis of Adyghe material, but many conceptual provisions which are put forward in work 
can be implied to cultures of other people of the Caucasus. Even in emigration do the Caucasians 
tremblingly keep tradition of shouts that testifies to its high axiological value. 

Festive dancing shouts are the Adyghe general norm. However in a language picture only two 
variants are still recorded: the Bzhedug — klekuakh (chekuakh) and the Shapsug — kladzhe (chadzhe) 
(Audio ex. 1). Literally the concept Alekuakh is translated from the Bzhedug dialect of the Adyghe 
language as "co-shouting” or "supporting voices” (Kushu, 2015: 54). In the Shapsug dialect these 
exclamations are called kladzhe — co-shouts. In scientific literature, rhymed shouts are called by R. 
Unarokova dzhegu ored — game songs (Unarokova, 2014: 320). 

Terms kJ ekuakh and kladzhe are close among themselves, but transfer different semantic shades. 
Klekuakh is "co-shouting"”, functionally secondary in the general sound field. The term indirectly 
characterizes the sound score of a holiday in which there are "main” and “minor” sounds. The concept 
"kladzhe" bears in itself sense not merely of addition to the main sound atmosphere of a holiday, but 
the certain vibrating basis fastening all its sounds. According to R. Unarokova, stated in discussion 
of the present material, "kladzhe” fills sound lacunas of game space, cements it and makes it holistic 
and perfect. Game action without shouts seems “empty”, uninspiring, sad and unfestive. With shouts 
it gains nature of the organized and ordered action. The general between terms kl ekuakh and kladzhe 
is that they express discretization of shouts, saying that they appear periodically, according to logic of 
dancing action and are definitely allocated in the general festive sound sphere. 

The scientific term dzhegu ored — game songs — reflects the different artistic object. It 
characterizes rhythmically organized “chants” consisting of several monological or dialogical phrases 
rather than mere shouts or separate remarks and exclamations. 


Performer shouters 

Shouts can be made by one person (the leader of a dancing circle, the hand-rattle player or any 
other participant of dancing action) or by a group of people (as a rule, men). In principle, any man 
participating in dancing action is permitted "to shout” during a holiday. However, also there is the 
order and discipline in this question. 

Most important "shouter” in Circassian game 1s hatiyaklo — khatiyako — the main manager of 
a dancing circle. His allocation from the mass of the people who are present on a dzhegu (a dzhegu 
is traditional Adyghe game. The same term designates the Adyghe wedding (Bgazhnokov, 1991: 
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188), takes place through a manner of behavior and communication with people around. Function 
of hatiyaklo is to operate a group of people, to keep the general order of a holiday and to play mini- 
performances inside a circle. The “mood” of a holiday, its scope depends on the hatiyaklo. Hosts choose 
day of a celebration according to the hatiyaklo, understanding that the success of action depends on 
his organizational skills, mobility, positive reputation, charisma and also abilities to be entered in the 
sound score by his shouts and exclamations. Sometimes people remember a celebration owing to the 
hatiyaklo, retell his jokes and enjoy improvisatory folk theater which he arranges. 

The duty to shout is also assigned to rattlers (players on the pkhachich — the collided idiophones) 
who are a part of the Adyghe traditional ensemble. The traditional instrumental ensemble of the 
Western Adyghes consists of one pschynao (the player on a harmonica) and two rattlers (pkhachichao). 
Other variants of ensemble include 1) pschynao + a rattler + a doulist, 2) the accordion player + two 
rattlers, 3) the button accordion player + two rattlers (Fig. 4), 4) the accordion player + a doulist, etc. 
(Sokolova, 2004: 68, 126) We already had to tell about functions of a rattler (pkhachichao) in detail 
(Sokolova, 2002:80). Here we will point that the musical history of Adyghes has remained names 
of several rattlers who have become famous due to not only play on pkhachich, but also owing to 
their shouts, back vocal, and acting skills. Those are Abas Baykulov from Magomet Khagaudzh's 
ensemble (1864-1918) (Fig. 1). Abubachir Kadruk from Ibrahim Dzhamirze's ensemble (1896-1980), 
Saferbry Tu and Othman Khakho from Mahmoud Shagudzhev's ensemble (1909-1989), Shaban 
Tkhakumashev from Ulagay Autlev's ensemble (1927-1991), etc. 

Among the Turkish Adyghes, "shouters" are usually the big group of young guys (nearly 25 people) 
playing on a musical board — pkhambgu (Sokolova, 2004). As a rule, on festivities representatives of 
one village play on musical boards, and one group of guys in an hour or two replaces other group. A 
peculiar "virtual" competition develops between them, including, on sharpness and figurativeness of 
cried-out "cheerleading chants". 


Content of shouts 

The most widespread and most frequent exclamation is the appeal to clap hands: "Jagur shjuteu!" 
"lagur, lagur, lagur, lagu\" — "Clap your hands!” "Hands, hands, hands, hands!” Such exclamations 
are recorded on the phonorecords made in Armavir (the accordion player Magomet Khagaudzh, 
khatiyako Tas Agirzhanokov, pkhachichao Abas Baykulov) (Audio ex. 2), they can be heard on the 
Adyghe merrymakings in Turkey and everywhere where there live Adyghes. These shouts are universal 
for any circle — the small or big, collecting acquaintances of people or organized in honor of guests from 
far-away countries. Universal shouts are turned towards passive part of participants of dzhegu — the 
people framing a circle, looking at the dancing (Fig. 2). 

Mainly khattyako says these shouts. He has also special right to freely move in a circle and to 
direct in it a ritual order. A khatiyako's marker is the small baton called "dezhjye besch” — "a nut stick”. 
The greatest number of shouts are turned into the center of a circle, towards a dancing couple or the 
soloist. These shouts can be divided into three groups: 

1. The laudatory and encouraging shouts "Opseu!"— "Thanks!" "Opseu! Degu ukasho!" —"Thanks, 
you dance well!” 


2. The provocative or condemning shouts "Eu, eu!” — "Come on, come on!" "Plyape tychegapl!”"— 
"Show your heels!” 
3. Shouts remarks or shouts instructions "Kyztemygaku!” — "Don't concede to her!” (usually it is 


told towards the young man who dances more weakly than the girl) "Zeblesch, Shumaf, zeblesch!” — 
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"Part, Shumaf, part!” (it means observance of a pattern of the dance, need to hold a distance in relation 
to the girl). Khatryako encourages the guy and at the same time points to him that he should dance in 
a consent with the girl. "Ekha, ekha!" — "Carries away, carries away!” — this shout is also addressed the 
young man. Khatityako points to him that the girl dances more brightly and more expressively, she wins 
against the young man, public sympathizes her. At the same time the young man cannot concede to the 
girl, he should not allow her to win a contest. 

Quite often shouts are addressed musicians or directed towards public. Analyzing the London 
sound recordings of the Adyghe songs, R. Unarokova has especially allocated shouts in the address 
of pschynao (the accordion player Magomet Khagaudzh, pkhachichao (rattler) Abas Baykulov and 
even the text of khatryako, turned to himself: Opseu, Mukhamet, opseu (Thanks, Magomet). Khagudzh 
Mukhamet, uzpetyr syda, egugu (Khagaudzh Magomet, why are you standing, work hard); to Baykulov 
— Abas, eu, egugu (Abas, come on, work hard), in his own address — T1lasi ary, Tlasi ary (And Tas too, 
Tas too) (Unarokova, 2013: 90). 


Role of shouts in the context of the sound score of a holiday 

Shouts in a circle, being combined with sounds of musical instruments (especially sounds of 
idiophones), mark the protected space. The space noted by shouts "1s filled" by people, therefore, it is 
the occupied and protected territory. Outside this space is darkness and chaos. Within a dancing circle 
is an order and severity. 

Shouts, certainly, are not music but without them the musical aura of the festive world is not 
imaginable and just does not exist. In an ethnic picture of the world the atmosphere of a holiday has 
very composite polyphonic score. The voice (shouts, exclamations) joins the general sound score of 
a holiday as one of elements of sound system. Shouts and exclamations, as a rule, have uncertain 
pitch. Nevertheless, we can claim with good reason that they are intoned, and their pitch and timbral 
characteristics promote quite accurate recognition. Moreover, being built in composition of the festive 
sound score and performed at certain moments of a ceremony, exclamations and shouts become certain 
genre attributes of the Adyghe dance music (Fig. 3). 

Semantic value of shouts in a dancing circle is disclosed by their comparison to traditional 
performing forms of chants and landscape geographical conditions of the people inhabitancy. Mountains, 
in which the ethnic culture of Adyghes was formed, have created importance and an esthetic ideal of 
top, peak. Mountain top is the desirable goal which is achieved by the few. But before those who have 
entered on top such view and prospects open which give rise to feeling of delight and pleasure because 
of proximity to gods. It means that the ceremonial exclamation is the state of the highest pleasure, the 
state pleasing to gods at the time of socially significant events. 


Morphology of shouts 

We can call the shouts “simple” if they are performed by one person. They bring one color 
in sound polyphony of dancing action and express its verbal speech, rather than musical intoned 
component. "Simple” shouts are well heard on sound recordings of 1911-1913, repeatedly meet during 
dancing actions (ceremonial and nonceremonial) in the traditional environment. Among Adyghes of 
Turkey, along with "simple" shouts, occur "composite” shouts, performed by group of young guys. 
In some regions of Turkey (for example, in Dyuzzhi) "composite" shouts dominate. We call shouts 
(exclamations) “composite” if they are realized in an interlocutory form. Usually "soloist" proclaims 
any thesis, and the group of compatriots confirms or disproves it. Structurally "the dialogue” can have 
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the antiphonal, stretto or bourdon form — 1.e. to completely “copy” types of traditional solo and group 
chant of Adyghes (Anzarokov, 2011: 103). 

Focused on the listener, shouts have certain characteristics: 

1. Their lexemes are usually repeated 2-4 times (similar to how microstructures or melodic 
constants — knees — in folk tunes are repeated): eu-eu, ekha-ekha, zeblesch, zeblesch, etc. 

2. Shouts move in a high texture. The more massed 1s a dzhegu, the higher-pitched are the shouts 
of khatiyako. 

3. Shouts are entered in composition of folk tunes. Quite often their location is defined by the 
termination of a melostanza of a folk tune that is justified in practice. At the time of the termination of 
a melostanza, first, it is easier to cry out against long sustained sound, and, second, it is also simpler to 
hear such shouts. In general there is a structural stereotype aimed at shout expectation. The satisfaction 
of expectation provides esthetic pleasure of public. 


Functions of shouts 

In instrumental sounding of the Adyghe holiday extra artistic fullness means not less, than the 
artistic. The shouts and exclamations turned towards dancing and public, intensely influence musicians 
and music. Not being music, exclamations are included into the sound score of the holiday, carrying out 
at the same time various functions. They are, at least, three. 

1. Verbal and sense-forming. The text of shouts is aimed at making a certain action: to clap, to 
dance more temperamentally, to raise legs above, to be turned, etc. 

2. Suggestive. An action is coordinated with nature of shouts, i.e. shouts change a condition 
of the dancer who has to and/or is forced to obey to them. Loud expressive shouts correspond to a 
temperamental clap of hands, to acceleration of rate of dance or to its more emotional expression. 

3. Axiological. Without shouts the holiday loses a tone and a tonality. Loud shouts are an indirect 
demonstration of presence on a holiday of a large number of people. Scale of action is an indicator of 
its social importance. Therefore, shouts are entered in the axiological model "sound loudness-mass 
character of action-the high social status of action". 

The sound score of a dzhegu goes beyond "pure" instrumental music and thanks to shouts gains 
qualities of subjective and specific property. Thus for example, certain phonologic characteristics of 
music (delays, accelerations, accents, accentuations) are related to actions of the dancer which, in turn, 
are correlated by the public attitude, its support or condemnation, encouragement, whipping, etc. This 
interrelation of music and non-music 1s very important during its analysis. 

At the same time connection of instrumental music with shouts is rapprochement of essentially 
different worlds — the world of a human voice and extra human (space, divine, reincarnated of a 
lifeless tree, reed, horn, etc.). Full rapprochement of these worlds is impossible, but detection of partial 
penetration of one in another allows a person to perceive semantic specifics of instrumental folk tunes. 

The most high-pitched sound in traditional dancing melodies forms the folk tune culmination. 
Some performers use the most high-pitched sounds seldom, but, having reached them, "stop" music, 
as if hanging on a high-pitched sound. The stop is perceived by dancers as a sign to increase speed of 
dance performance. 

In practice of young accordion players there are cases when dancers ask to play quicker. The 
musician accelerates a folk tune, but the dancer still remains dissatisfied and asks to play even quicker. 
When, on his appeal, the accordion player plays long sustained (extended) sound in the high register, 
this is perceived by the dancer as speed acceleration. Thus, the most high-pitched “hanged” sound of an 
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instrumental folk tune is comparable to shout in a dancing circle. He is equated to the culmination — the 
highest manifestation of emotions. 


Conclusions 

Shouts are the peculiar feature of sound space of dzhegu entered in his syncretism (dance 
— instrumental ensemble — ritual theater, etc.). I. Zemtsovsky has very truly noticed that shouts 
are reckoned on fast feedback, on a certain proper response of the perceiving environment. Since 
shout is reckoned on weight, therefore, studying shouts brings us closer to studying mass musical 
consciousness of this society (Zemtsovsky, 1990: 104). In recent years, thanks to closer contacts 
with the Adyghes living in Turkey, the role of exclamations at traditional dzhegu considerably 
increases. If in former times (for example, in the second half of the 20th century) shouts in Adyghea 
remained a prerogative of khatiyako, and were single and rare, then now, owing to the influence 
of the Turkish Adyghes, there are examples of the group "cheerleading chants” which are almost 
continuously accompanying dancing action. Group performance of "cheerleading chants” by the 
Turkish Adyghes has probably been caused by "resettlement consciousness”, became expression of 
collective security, a unification and unity. Usually they were performed by the men of one village 
who were simultaneously striking a long board — pkhambgu. Laudatory texts of these "cheerleading 
chants” have been turned, as a rule, to the dancing girl from their village. Representatives of other 
village could get into dispute, claiming that their girl dances better. Khattyako anyway played a role 
of the leader, operating all shouts, and sometimes provoking them. 

Tene kua? Tene kua? 

Agur tene kua? 

Ikoda, ikoda 

Pchegum ikoda! 

Tipschynao, tipschynao, 

Tipschynao khey-kha! 


Where have got to, where have got to? 

Where have claps got to? 

Have disappeared, have disappeared, 

They have disappeared in a circle. 

Our accordion player, our accordion player, 

Our accordion player khey-kha! 

Thus, shouts and music are elements of one system including also sounds and timbres of various 
musical instruments, the sound high-pitched musical line and a sound reflection of participants of 
festival (Audio ex. 3). Immanent properties of instrumental thematic invention are as important as 
extra musical parameters and conditions of folk tune existence. At the same time shouts and music 
enter into the overall ethnic picture of the world. 
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Audio examples: 


All audio recordings were made by the English in Armavir (1911). The group was led by Magomet Khagaudzh 
— renowned Adyghean accordionist (pschynao). Rattler and shouter Abas Baykulov, original recordings are 
preserved at the EMI Archive in London. Audio recordings were brought to Russia by A. Sokolova in 1999. 


1. Bzhegud dance, Accordion player Magomet Khagaudzh, pkhachich and "shouter" - Abas Baykulov. 


2. Circassian dance. Accordion player: Magomet Khagaudzh, khatiyako: Tas Agirzhanokov, pkhachichao: 
Abas Baykulov. 


3. Bagarsukov' dance. Accordion player: Magomet Khagaudzh, khatiyako: Tas Agirzhanokov, pkhachichao: 
Abas Baykulov. Bagarsukov was the prince, owner of the native village of Magomet Khagaudzh. The 
article's author considers, that the peace was composed by Khagaudzh in honour to him, or he liked to 
dance with this music. 
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Lemon 1. doamdge@ boaoy go. 
Figure 1. Magomet Khagaudzh. 


Laymoon 2. (39339 JrMbamd 9. absbgd9 s@amgh gMm3zbyem Aybgyddo. Bb Sow dadmgd9- 
mos do, Jsamed, LogoMy~eme, BMH 1900-096 Bemgddos aowmomgdyemo. 

Figure 2. Dance at the wedding. Preserved at the Adyghe National Museum; no accurate passport 
is available, but presumably photo is from the 1900s, the other from the 1930s-1940s. 
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Leymoon 3. (39330 JoMmbamd 9. absbgd0 s@amgb gMm3zbyem ANdgyddGo. BYLGoe@ dgqd~mgd9- 
mos mds, doaMsd, LogoMy7eoOme, BMGHr 1930-40-06 Bemgddos aomomgdyeno. 

Figure 3. Dance at the wedding. Preserved at the Adyghe National Museum; no accurate passport 
is available, but presumably photo is from the 1930s-1940s. 


on 4. Kes meenamasel s6bo83en0 deoeBogeBo, 1970-960 bemgdo, don3gmdo obsbgdo 
HMg(39Mygob 8oMoe@ oMogdo. 
Figure 4. Kim Tletseruk's ensemble at the wedding in the late 1970s, Maikop. Preserved at the 
private archive of Kim Tletseruk. 
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qoMaqmoa bodegme-bogsmmdmoab dobob aobbamgabeb godm3gyma~@om dob dadega 
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aAMoQagZyen Mamaggob dbMng, do60 dmhogem@mbdnsbmdob gAmMMdoms 6~e9G0gW030(300b 
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TAMAZ GABISONIA 
(GEORGIA) 


REGULARITIES OF BASS TUNING IN GEORGIAN TRADITIONAL MUSIC 


In the Georgian ethno-musical space, bass is a form of peaceful mutual creation of more or 
less competent performers directed towards the common aim. That's why we can talk of bass as of 
the most conceptual element of the Georgian folk song. At the same time, bass of Georgian song- 
chants has a sort of ambivalent meaning: it seems to be the emanation and interface of leading 
voices and, at the same time, it is the basis onto which the creative "spring” of the upper voices is 
reflected. 

Bass is the most important code of semiosis of the Georgian traditional music. It can be rep- 
resented as a sign-icon (supporting and final tones in bass, as a sort of the metonym of a modal 
center), as a sign-index (the step or movement of bass denoting attraction) and as a sign-symbol 
(root, radix, basis, as a motivated and not-intentional sign). 

From the semantic point of view, bass is a symbol of response call ("Shebaneba” = blending 
bass) or communication. Its etymology does also point to this: "bam," which signifies link, con- 
nection (in my opinion, the following etymological versions of "bani" or bass in Georgian should 
not be ruled out either: a. “bani” = flat surface; b. "bam", "ban” = the sound mimicking expression 
of the singing of low sounds with the method of sharp attack; c. name of an ancient musical instru- 
ment, “ebani” and its string, "bam”). Accordingly, bass in Georgia implies the general principle of 
polyphony, voice blending. 

When discussing the bass of the Georgian song-chants, we distinguish its following functions: 
performing regulative, structural (expressed in graphic form), and communicative. 

In terms of the performing regulations, bass can be group, ensemble (in case of the specific 
voice part, "gadadzakhili” — far calling) and solo one. Group bass is mostly bourdon. Ensemble 
bass implies superior performing and creative competence and its part in most cases is more mobile. 
What about solo bass, it also represents most frequently the leading voice of the developed triphony, 
mostly, in the format of three soloists of the Gurian song "Trios". 

As for the graphic relief, bass is one of the most evident criteria for the identification of the 
forms of polyphony. It can be bourdon, ostinato, parallel to upper voice/voices, it can have a free 
development, too; apart from these, the mentioned types of bass can be simple and figurative. It is 
remarkable that while sorting bourdon into various forms, to distinguish its simple and figurative 
forms is essentially relevant and not so, to distinguish its recitative and continual varieties. 

What is, upon the first glance, the developed movement of bass, does reflect to the less extent 
the compositional principle of a melody, in compare with simpler, but more accurately expressed 
melodic phrases. It can be boldly asserted that Gurian bass causes the elaboration of a complex 
polyphonic structure mostly by the very method of figuration and not due to a free improvisational 
melodic development. 

Bass and upper voices — soloists almost entirely cover the paradigm of the Georgian polypho- 
ny, according to which, the structure of the Georgian multipart singing can be imagined as two main 
functional layers, out of which, in one layer there occur mostly the upper solo voices moving with 
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third parallelism, and in the second layer there is implied the group bass. Bass and upper voices 
represent a sort of a conceptual bi-phony, or bi-layerism. 

This model is less efficiently matched by the format of Gurian "Trio”. It has an equal three- 
voice structure, where it resembles to the chants (and apparently it takes its origin from chants, too). 
Yet, "Trio" just due to this fact, can be possibly even not be regarded as a typical variety of the folk 
music. This opinion is backed by the factor that trio performers were outstanding masters, so called 
"semi-professionals” (Garaqanidze, 2007). 

Communicative functions of the Georgian bass under the conditions of coordination with the 
other voices can be most comprehensively separated by the degree of creative initiative (Gabisonia, 
2009: 40). Bass in the Georgian song can have communicative functions of just accompaniment, 
background (having no initiative), partnership (with equal or wave-like sharing of initiative among 
other voices), and melodic (holding the initiative). Bourdon bass is believed to be a background 
bass, partnership bass in synchronic one (moving synchronically with upper voices), and parallel 
and para-linear polyphonic bass moves its sounds freely. We consider ostinato and "gadadzakhili” 
(far calling) type basses as melodic ones. 

The degree of independence of bass from upper voices is also revealed when it possesses orig- 
inal verbal text. In general, the more ancient the layer of the Georgian song 1s, the more independent 
and original are the verbal texts, articulation and composing principles of its separate voices. 

The myth concerning the fact that "a Georgian does not blend voice with a Georgian in unison” 
is frequently basted with exactly Georgian group bass practice. What can be this phenomenon be a 
reflection of? Maybe it is a descendent of responsive archaics (Jordania, 2004: 38)? — a response to 
coryphe's call, which was initially based again onto the repeat of the soloist's phrase? 

A clear example of such joint (or rather ensemble and not group type) melodic bass is the 
Gurian "gadadzakhili”. In songs with "gadadzakhili” there is accentuated a sort of "alternative dra- 
maturgy” of bass: a standalone model of unison bass (Gabisonia, 2009: 40) is opposed to the bass 
sung by trio, which is paralinear and has an individual development (ex. 1). In this respect, it is 
interesting to discuss the alteration of roles by bass in the song "Tirini horerama” — from the melodic 
phrase the bass is switched onto background bourdon (Garaqanidze, 2007) (ex. 2). There occurs a 
sort of reception — assimilation of other modes, which gives birth to a contaminative form (Gabi- 
sonia, 2009: 93). 

The group unison melos (melisma) used in simple responsive songs, in Tushetian "Dala," 
Ajarian "Tirni horerama,” Megrelian "Dzabrale” and in others (ex. 3 a, b) has a function similar to 
"gadadzakhili." Such melodic phrases represent a certain "Cantus firmus" in which there is some- 
times reflected the finished musical idea and which assigns a high degree of polyphony to the multi- 
part texture. In general, "“gadadzakhili,” as a separate voice part, must not be classified with the part 
of other bass in a song. Respectively, songs of Gurian trio and one-voice "gadadzakhili” must be 
perceived as four-voiced (tetraphonic) songs and not three-voiced ones. 

Imeretian and Ajarian group melodized bass deserves a special attention in connection with 
"gadadzakhili.” It can be boldly asserted that Ajarian biphony, and developed solo of Gurian trio 
represent the stage directly preceding the bass and, in general, Georgian contrastive polyphony. 

We shall cite several formulae according to which we can reach key steps in bass (we orient 
from the Gurian bass as the most improvisational one): a) gamma-like movement to the key-step 
(ex. 4); b) simple figurations: third alterations one second upwards and downwards (ex. 5); c) com- 
plex figurations: second-third and third-second figuration in order to yield a third (both upwards and 
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downward) (ex. 6 a, b), also, figuration of triphony in order to yield a fourth (ex. 7), cross and se- 
quence thirds downward (example 8 a. b.); d) sequence figurations, mainly, with thirds steps (ex. 9). 

There must be also remarked that, in general, the figurative movement of the bass of Geor- 
gian songs, oriented towards the key steps, has mainly the cadence character. In the same trio, the 
movement of bass mainly represents a chain of cadences loaded with figurations from step to step. 
In each such phrase there can be identified the synthesis of two cadences predominantly: from the 
supporting step to the oppositional step, and then making a cadence from the latter to the new (or 
the former) supporting step (ex. 10 a, b). 

It is accepted that bass is the main conditioning factor of harmonious functionality of Georgian 
song-chants. The Georgian folk song is characterized by a relatively distinctly differentiated func- 
tionality in compare with the ecclesiastic chant, as the latter stands out by more extents of modality. 

J. Jordania believes absolutely logically that one of the principles of the Georgian harmony 
is the family relationships of third type characteristic for the bass steps (Zhordania, 1989: 54, 58). 
J. Zhordania's another idea is also worth considering, that the third and fifth melodic orientation in 
the Georgian songs is matched with second and fourth harmonic coordination of voices (Zhordania, 
1989: 152). This binary relationship of the dramaturgy of Georgian songs 1s, in principle, correctly 
contemplated by this author as early as 27 years ago. 

J. Jordania also correctly certifies symmetrical relationships of the steps of bass under the 
conditions of tonic center (Zhordania, 1989: 69). Such a symmetry is characteristic not only for 
the steps, but also for melodic figures, and bass of certain Ajarian two-part songs serves as a good 
expression of the described regularity. In this respect, symmetrical movements of bass deserves 
some interest, too (ex. 11). 

Yet, we consider that the early opinions of J. Jordania demands certain corrections today. 
Namely, his ideas about the dominance of the upper 4" step, and tonic nature of the lower 4th step 
proceed from the idea of transposing third principle unchanged onto the whole scale. Yet, in the 
Georgian traditional music, to a greater extent than in the European harmonious system, getting 
farther from the tonic sound in both directions is manifested by the gradual weakening of third 
links. The same 1s true for the second interval: the harmonious-functional opposition, 1n most cases, 
is connected with the second interval, and the fourth interval can be perceived both as oppositional 
and as kin or relative (the fifth interval resembles in this respect to the fourth). 

Therefore, the principle of third family ties in the Georgian polyphony, especially in the West 
of Georgia type polyphony is matched with the octave, as well as with the principle of vertical 
blending of fourths and fifths, which implies making emphasis on the steps located within the key 
portions of time measure. These steps can be alternated with the third sound (more frequently) as 
well as with the fourth and fifth sounds. 

At the same time, we believe that today we can boldly speak of the hybrid harmonious struc- 
tures born under the influence of the European music in the space of the Georgian traditional music. 
We imply here the dominant fourth ascending vector as well as the subdominant alternative tonicity 
(in chants there is often discernible a sort of the "subdominant tint”) (ex. 12). 

Generally speaking, in terms of harmonic vertical, according to our opinion, D. Araqishvili's 
thesis, where he believed that the trichord (quart-quint-chord, or fourth-fifth-chord, D. Araqishvili, 
1916) was the basis for the Georgian harmony, needs some small revision. It can be boldly affirmed 
that the Georgian traditional set of chords is based on the "banal" triphony to the greatest extent. 
Also, we do not share the enthusiasm about often emphasized importance of non-third (non-tertia) 
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cosoundings for the Georgian singing. Thus, it can be expressed so that the Georgian singing is not 
cardinally disjointed from the general "musical substance” and it will set its painting according to 
the "kaleidoscope” of its own "ethnic ear” (I. Zemtsovsky's terms - Zemtsovsky, 2004: 17). 

In general, stability of bass as of the symbol and guarantee of the stability of Georgian folk 
song can be expressed with three vectors: 1) the harmonic skeleton of the song; 2) melodic phrase- 
ology; 3) unison performance. 

In the Georgian ecclesiastic chants, bass has not such outstanding spectrum and diversity as 
in songs. Here it must be cited as its general peculiarity its clearer parallel orientation in respect 
with the upper, leading voice in compare with the orientation of the second voice in respect with 
the same leading voice. The bourdon bass in Georgian chants, as distinct from the songs (and as 
distinct from byzantine isokratimas), with traditional spectrum, is not certified as a matter of fact. 
This fact points to the loyalty of the Georgian chants to the parallel movement of voices, just like 
the Western European organum. At the same time, we must think that increase of the volume of 
melody and development of the para-linear movement of sounds in the Georgian singing must be 
indeed a result of the influence of chants. 

In Georgian chants the differences in bass are most comprehensively expressed among the 
decorated samples of Svetitskhoveli and Gelati schools. Generally, the creative activity of bass is 
limited to figurations to a greater extent in chants rather than in songs. In the samples of the East 
of Georgia this figuration rarely exceeds two sounds (ex. 13). In the West of Georgia, figurations 
containing 4-5 sounds are common (ex. 14). 

It is interesting that in Georgian chants, just like songs, there 1s evidently shaped the fifth-oc- 
tave (fifth- eighth ) altering parallelism with the upper voice of bass (ex. 15). This testifies one more 
time the suggestion that songs presumable borrowed the principle of parallel voice movement from 
chants. Generally speaking, it can be boldly affirmed that, in respect of harmonic orientation and 
melodic behavior, bass of the Georgian song and chant is a more uniform stylish movement than the 
upper voices of these two massive groups of the Georgian traditional music. 
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Iq(3bagMAd9NM BobeEn@s8ob LowabyMBo(3o0m bsdMmIb ((Gsd396G0, 1991). 
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do304M (3°49Md0, d0d30%4~m JyMoodon, yoMandym hrammdo, ®ygob drmMbs wos yobosbm 
Lodo dgodo. dMo30mbdosbo SqMembab 3m3zocmM-obbH|MydIFI Hye dabMymyds y3gqmoby 
IMoZ0maQg{Mmgebos: ab Ima3o3b osg3yGoymM, GHyZ{qM, dsodjoMy~m ,dmmos0M039 bmdybb“ 
(asdmbs 330 NCNMERMbo bdo); ImMbammyM wo yobsbyMm Jegmelb Immobbymob, omMddMHob 
06 L630 bo3mogob mobbemgdam wo 9.d.; smmoym, Hy3g4yM, dsodjgoMy~@m ygmobdogM degmob 
GMRdqMOL, OgO~@abLS 96 34Ms0b Mobb~mg|dnm, »v.d. 

IMozo~mbdonsbo daqmeombab gmyzocmyM-abbH\MmydIgo Gyo dgbMym|ds qRmm bmymoe 
Mab boMdmeagbamn dmbommyMm, Gy3zqh, 02M IM39, yobobyM ws yoManby~m GMown3- 
agdodo (6menm mH &Mse@0(309do BoMIMe@agbamo oMos ygmobdogMn degmMs es dobmob dgm9- 
yoo L630 3mgomym-obb GMyd968emo 3M9900). d330g930MMS DbMo@sb bodgdIbMyemg|d- 
MM ABMMHAQd0b AgeESMgd0M B53~Mgd0 AMogZ9EMQQ{MMZbgd09 JgbodbyEmn d5d30M%gmdo (sMo 
aobZzamsMgaqema JrMeomgambdy dgbMymyds), yBdq3g9mb~ (SyMeombjemo IMozoembdosbmde 
domemme JmMem@Embbs wo aodmbo3M3 0c0Mgymb>) ©d L630 AnbozomyM 34ymHyMHgQdd0. 

dNMombyma AMogembdosbmdaob 3o3d0MQd0 Imbemmynm-myM4ymo Agbogob Bmb- 
Imambaym ae@ggdmob Ima3o3gb HMoe0l30yjE@ BymByModo O93Mmg9dqye~ Jonge (3me@bosb 
anmombyma IMogembdnsbmdob dobob9d, Gmdgema3y dgagbgdyemas oMadn IGyj0(39d~9- 
dgoob — ab®mMayemoa hobobyMgd0b, gnbmamogaymn Ed RamMmMammaoymho obaQmMIds(300b, 
AInbogomaynMo sbomobabs eo L630 I9g(360g9Mgdg60b (36mMdgdo0b bog Wd39mbg. Jdomdn ~obobo- 
sMgoyemos od Anbogab Lymagmo boebyobo (em9a96e980, oy MMaMM ashb~obyb Aqboj3oc- 
Ma bo3M%93960 Es ygmoabdagMa degms, MmamM’3 SsqMeombsyemn IMozembdIns6bmdab bome39, 
domo jo3daM dn Loma yom Mo J Go3o0bmsb, QBmmgmmMymo GHyMIabmMeEHMans os 5.0.), 
IsGH GooemyMHo dsbobo (dobomes, GsMdmgdob Agmmeogen, bo3Msg0b mM), Lobgmomdm, 
AInbogomyMo dybgdo0 (SyMeombjemn IMozoembdosbmds AnbojgomyM-asdmdbob3sgemdamn bo- 
Ayoemgdgdob bLob& dodo, dabo 3mbbLAMy4(304e0, LogMi34q~m-EMmMaMD ws L630 Joboboom- 
Joem9 00). 

IgbogomaMmoa bo3Mo39d0b 3mbdmemman yma om do, o@sdosbo, MHmamM3 dagmMab byomm 
Cod SAMEMb YM IMogombdnsbmds sMa3mamns OYQMAQm-dImbommyAMo dgILMyMgdemdnb 
AInbogocmynM dobsbosmgdemgddo. y3gmo oMbgdqe aodmdbobsgmmdam bodyomgdob dmmoab 
(30cm, Ijmmens, Ma8do, &9ddMo0, BMMdoJdbse@mdab ImMamagbgbabo wo 5.0) dbmemme 
IMoZz0embdonsbrds ademg3o0 Imdb GoemM AyboagomyM bo3Mh(3MdM03 8HMg4(309b FHM@MOy- 
ma bobag®yMmo LAM qmob gmmMdosdo ,3g99GHagomb + BmMobBmbGHoemo", ,bogMeagb + 
CHAM". AMsz9~Mbdosbmdob y3qmo GHadb drmob, domme gman, dsqnhembymo mMbdos- 
bmdom (d-yMembo-dge@me@n9) MmMasbobgdyemo AnbogoemymMo ba3h(39 Imeab msbb3j7@Modo 
gobdmbob (do®0-0639%35e0) damayM-g80349M bagh3gbmob ws Jdbab mmMasbobgdyembos wo 
gmbdmambayma bobggdob ([3me@babs eo aobi3e@aob LH Aen b8gdGMam dgyqmo~m bdmge6qdob. 
09 ym3gmaggb dagyo30MM Wob3369d@9: MQM|4jem-dmbammyMo gMgId0b d3Zg9e~mgbo dmdaod- 
og Lodyommb dqmemby~m dhogombdnsbmdsb 0M ofgh LOMyI® Qmab 306Mm 8MsadoGyemo 
dbad3bgmmmds, oMsd9@, ab MogabMog0@ a3g3C~mnabgQd0 bodysMmb ygmbdmambanb mobodom 
Ly dbobG doe, Gmdgma(3 absbsgh aoMyasb go3daMgab bLob& dob L630 bsbomydmob, mobb- 
39OMsdos Bmase@ Bo6mMbomdogMyd9dmMob wo sdoZgOEMmymo@, aoohbos bo3ymomHo doboasbo 
IamMnsbMds Ed MZNMdYyYMgRo~OmMded. 

0965d9EMM39 3M68 JLGdo AybagseyMn bs3Msg30 a3g93emnbgds MmammM3 LodyoMmb bob 
933032EMgO Go, SQMeombyemn IMogoembdasbmds 30 — MmammM 3 Lsdysmmb bab bobab 933039e- 
J680, bream Jdbsemdnb 8Mm3gba smnddgds, MmammM3 LodysMmb doddbab sf. odeogboo, 
SMOMEYE™n DMogombdnsbmds ayMJym-dImbamemyMm QmmB3emmMdn BsMdms~w@agbb deybo- 
32m4ygM-dJanmemmanym bagh(347em-eMmaD LAM 748 yMmsb bdgdnb Losamab3sMn 9y64(3ambs- 


cman (00939M76(3N9(30NM. 
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SNMEOMb YM DMhogZgomMbdnsbMdob y3qmo LAo@nd Ed AsbZgaMeM]d9 boh3g6gd09 JamaxyMo 
bob Lobom, GmI~@ob 39b3960 qd3g9e@mgb gmbdmambym, GybaMosbyenn* o~ggdob I~enw@smo 
bodgqmb bommdgdo fow@ob ws Mmdgema3 SYMeEMbyEmo (eo OM dome~me dyHombyemn) 
DIMsZ0embdosbrmdnb dmhogomeagMmgbgdob do~@ gdb. 

bIIMM MAIymow@sb aosdmdenbsMy, dgbodmg|dgmos danmaomby~mon IMo3zombdosbmdab 
byd56Go344%0 AmeEgjmob sagdo (Lym. 1). 

33093900b mobobdoe, KQMEMbyemn dMogombdosbmMdob asbgamseMgda0b bobyob 983%] 
LydobGo3qMo AmeEgmO Wszo3dnMg{dyYmns HGH MyM IMHoJGogobms6 wo ,dGmdsbmob", 
Mo3 gobboboe3My~mos syhembsymn dhogombdosbmdob o3ybGojgoms wo mdgM&mbxy- 
ma danbgdom. ayMyqm-dmbommyAMm bomb ym Anbogoda SqMeEmby~ma Ihogombdosbmdab 
asb3nmeMgdab dgbodmm adgdo MgAZmMbLAMYoMAZdqyemn9: dsyMembymn Iho3gombdosbmdob 
SgqVbGo34Ho MdgH8mbgd0e@s6 (AOBM) sMHs-o3ybGo34yMHo mdgM&mbgd0b (AOBM) asgmom 
SMS-SINLHOZIMS SHo-Md{MBMO4Eo SanMEmbyemoa IMsZzombdos6mdob5396 (AOBM). 

AInbogomynMa dagMs smo ddgds, Mmamm3 SYMeEmbyomn JMhogombdosbmdnb Jdbs~@m- 
dob bobyobo dmegmo (doa. 1), MMdg{ma(3 HoMdms@agbb Jamnsb, asbyymagm oymom- 
Bjem-mdgMGmbyom 3md38emg bb Es Mmdgma3 shMymgdb ,dmegmob” Mrmb dsymombsjymo 
IMs3g0embdosbmdnb agbgSo3yMa Gadob boyydggmb — ogybGoggqm mdgMm8Bmbym dqmom- 
bye AMozoembdosbmdob (AOBM). sd 8o3b dgazodemns dagze344m3bmm dadegan mho eQmmMdo: 
a50Mb53M930 2CGNMYAMbO Cs ygmobdagma J~rgmes. Jomo JabMy~madob emMIdgd09: ygemob- 
dagma degme (ImbammyGo 8M], HAZ89HO IMA, dod3oMyemo 1 Bem05¢9) © aodm- 
b53M930 0@OMAMboa (Gy3yHo0 05d-bmMdqb Es (49d06-bMA4d, dsd30% Amo 73-440%b0, yodbob- 
“Ho dob 3™d0 bn, 049340 60633647 b0 Cs Logo). 

SGVLHZ]MHO Md_GMBMEYema MMAbdosbo sqMembye~mn IAMogosm@mbdosbmdob (AOBM) 
dogsmaamgdo 33630960 ygmobdagm degmobs wo agodmbs3%03 2~@0mMgaMbdy9. dod 3aMyemo 
ygmoabdagmo degmob 4 de@moo4b (doa. 29) Md{MAMONE boond39edo dahonmsen &mbob omb 
mH MdgMBmbo dqmeombye~mns, Jodab AmM39 L630 mdgmGmbgd0 — 4, 5, 6, 7, 8, 9 Agem- 
cmnsdo a3be@ ds (doa. 23). HYZb QmmzmmMye~ Bobado ood-bmdglb (doa. 35) dgmmeoyMHo 
Asb3nMsMJ7do Womndbgdyemns M9 dgdrMemob Wsdo~mo Mb&oabsGmb 99-5, dg-6, J9-7, J9-8, 
09-9, 99-10 ws d9-12 md9HGmb9db9 (doa. 39). 

09539 Lobyab o30d0%4q — o3qbGa3ZyqM MdgMBmb4yema MMAbINSbO dgqMeombyomn IMosZ9emb- 
dosbmds (AOBM) — SMd-MdIMBMbyomn bdmg06g9d0 Ab~@ 7d9 Jgemmenodo, Jomo aogMansbydo 
30 Bomdmdbob sbom@m jommb — ,doymMmam" 396 GHo8mbogob, ,doymmMyem" 8976Go4JmMoeob. 
Md{MAMbyE boy yWdZqmbg JoymMyenn ,d7oGHo8mbogab™ Hodmyommndgds bwogdo Imbaemeny- 
Go ygmobdag% bodegmsdo bmmd 0 (doa. 45). Ag~mens Jga303b 99-6, 99-8, 99-9, J9-10, 
d9-12 mdagM8Bmbb wo oMo-mdgMBmbyo dagmob — Emr ~wag'bo (doa. 4d). d9@m920@, yorr- 
NdE9d9 ,DsyMMyomo" 76GHoGmbo3ab dsagmommMogo (doa. 4a). rISIMMYemo" 396 Ho8mbago 
yogMb 7039344 0bLAM IZLE Bngbodo fob 79Md4% 7zG0b EsMdsge~@m AZ~@mensdo (12- 
15), Igmmenbyzdyem0 dyMombam (doa. 50). Bobaab mdgm@mbyonn dagHQd0 (doa. 53) dg900- 
39696 Igemmeoab ,dsymMymo* 376GHoJroMeoob dagmsmMoal (doa. 5a). 

(AOBM) bdmgsb69d9 bdob SnMeEmbam a3bg~e@g9d5 Mos bEMQ{mnsb AEmg|0Go2b9 ~C933M0- 
bob (yobsbymo Lododgo, dodjgaG amo 374%50, IMEOMEMYAMHo Ed Bodog MO (3~7%0) CD 
sdsbmobs39, MMbadnsb godmbs3M%03 ws bgdosb bo3M939d%9 dgbMymadobob — yodbsbymo 
OMddMS CdS 3Mdy bn, yoMadby yma 3MIq7bO Ed Zo0d30, HYZ9HO MOMBIyEOM Mo Cs OZAC~o, 
Imbamemyma ImMmnbbyMo wos syHosGymo byMo, 74934400 OMAIdMe, ONMAdgb4e0 ~wxy- 


* 8963 Mnobeye0 Myemagns — dImbomeym-oyMm|qem boembgdab dosdo@nsbmdsdagjma wo dqenbdsdegma M9- 
cmaane (900). 
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MMO. yAIMMymo" IJ GHoHMbojZo sMo-ogybGogyMa mdgm®mb4yemo dsqmeombsyemo aobs3o- 
MoM {dob 3MbSH JLGdo 3x9 yowg3 JgIMMAgbaEos yodbobyMoa Mas b8MQqmoobo Q@mgoGob — 
Lodo bdgob dgbMym@gdsdo (dog. 6). 

Imbammym dmMobbyMd9  ,doymMymo" 896GHoGmbo30 yagmb ds qmeombsyemo 
IMozoembdasbmdob oMo-ogqbGazyMa MdgMBmbgdab j3mbHodbdo (doa. 79). Mobs 3930 
Bobaab mdgmBmbyemn dagMgQd0 (doa. 7d) d9902,9696 Igmmeonab ,doymMeyen" 396 Ho08mbo 349 
dagmoomoal (doa. 79). Coddscmn bIs q(3aE~MMdmoe dsyMomMbamos boMIMe@E|gboemo, AMAgmbo (3 
MoM ofgbh Agmmenab ogqbGagyMo bog ydgmob gByb4i3no wo sds HMow@a3aNyj~m 
BrIHIML. 

RAM azgnsbeEgm aobgnmsMHgd5do sMHo-o3ybLGogyMo sMHs-MmdgHGBmrbye~o (AOBM) 
dqMombyma dMogombdnsbmdob wmb dg, bLadsbGo34mM0 AmeEgma Mob~@sMmsbmdom 
g2M293b Mo3g0b dohamse@ wobadbymadsobh wo domo brdob syndmdb ds qmeombsymo 
IMozoembdosbmdnb, MmamM3 Rod HyMmob, Doome dbadgbgemmedob. oMo-ogybGojgyMo oMo- 
Mdg{MBMob4yemo dS_MeEMmbymo DMhogombdosbmds (AOBM) boMdmowagbb ds qmeombymo 
DMsgombdosbmdnb dgbodg, dmemm boggbymb. dob smoMm ofgh Agemmenab o3ybGogyMo 
Logydgmob dbadgbgmmds wo smfdyemns, MmMaMMH’3 RoJGyqmob HMoeai3ayjmo bosboemo. 
DJAmMMeNS aMads@ 0(393b Hmbym bogydggqmb, dodob, Amegbs3 L630 3o~mm yormnde@gds 
bj@S bdsdo. SqMombyemn AMogomMbdosberds Jgmogbgdyene IMogoembdosbmdob Lb3go@obb30 
8038006 (SoMsm@mgaemnMo, SMosoMEeossoMmo, 39 H9MHMAMEayAE0) © bomm  bdsobmob. 
Jogomamo@, OYMIF4E MHF] Cobos3Mo30b 369 3°7BIM Ag~Emenab mdgMmMGmbyemo 
dodabO dAgSMYEMs CEsMds3Z0EM0 b93396(309d0M, Mmdgema(3 dg0393b Bod3Z~™q7~™ CEs WsdbdoM) 
SMd-MdIMHMbY dagqgmgob (doa. 85). Cobo 3Mog0b MdgM®mbymo dagMgda0bo (doa. 8) @wo 
SMS-Md]{MBMb Ya dagMQd0b 3mddnbsgosdo yEagMmb emMoye~n 3o~m (Joa. 8a). 

Ms dme~mmb, dqmeombymo dhogombdnsbmMdo oMoab ByoMm dhogombdosbmdob bLb3e &o- 
8900b — oMo-dyMemMbymo 06 Lobog&qmMo (AOBM), AmamG’3 MAbIosb’mdob (IGog0e~mbdos- 
Bmds) qdomemgbo BmMGdab asbgnmsMG gdabagob. 

dqMombyma  AMogembdns6mMd9  30MoMEJdMESs = AYMAQEm-dmbomMm~EAMo  9f9- 
dob dmhogombdosbmdob Bmase@a _3mME~y300b BmbHoJbGdo, MmammM3 dobo agbg8o34yMo 
Loa gbjmo0: (AOBM 

AOBM 
AOBM 
AOBM) 
MHoGyomyMa oMbygdmdob Jbadzbgemdoe dsyMeombsyemn IMogombdosbmdnb asb3am0m9- 
d9bas5b Jimseo MsbeEsMsbmdom J(30M~EJds: (AOBM byIs6Go34H0 Ime gm MoS yoo 
AOBM b9d06G034)0 Imegma MaGyomo 
AOBM bgdobGogqMOo Iregeo MoS goo 
AOBM bgdab6Gogqr Imegen MoG goo) 

Lodammes s@mabodbmb, md dqmambyema dmogombdosbmds dgbodemms 306(39039390%)- 
ma dmbmeaymo bodgd0b asbg3ameMgdob BysMm ymonmaym, bmemm goMy~mo dyMombaymo 
IMozoembdosbmdab 9e3948o0b Byse~mdam jo, Mogabmo3g0e@ Imbmeans dgndmgds aodbw@omo- 
yo MMAbdosba SqMembob aodmgempbab bamdgdbymdn. LogoMoe@me, od Hodsab Igemmenab 
Rodmyomndgds dgadmgds dagze344m36ma gMmbodooba bogmogab fhodmysmondgdob 89momelb, 
AMIg7MDH (3 dahomseo Gmbab Iyeod3Zds bodaMmgdd BoMdmdbs Y_Qm moGHgbGHyMo dyMH- 
embaM|d0, ImagnsbgdomM 3a dgmMHQ SqMembyomo bLodob aohgbo (doa. 9), 

DIMozgoembdnsbmdab 93mMEmy300b 8MHer(3g9b0, babs ws ImId~@|36—M boggbyMadnb a9698)0- 
B9HO YMaagMamdgoab dybgdo oH 06393b Ihogembdnsbmdaob seMaymo GHadgdob aodmm- 
dob, sModg@ 8oMoJam, aboba domo dyabsbg0b 8Mm(3g9bmMs6 FmAnMEMMyAmMso MobsoMbydm- 
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396 C2Mg93969~ O~r9IM]. dO HMd, M7QaMbab Aqbogoda IMogembdosbmdabs ws Imbmenab 
damoasbo Lyfsmn domnsb bomgmn wo aAAMosOMgZobns, Qd3Zgqm gba EMmMnwsb EM|d~w@) dgd~m- 
bobsyemn dhogombdasbo Ws IMbMEeENYMHO AMMdQd0M. HYAMAy~m-dImbaOMEmAMa gMgd0b dyM- 
OMbyMn AMo3go~mbdosbmdob agbydbobabs wos 93mM~M~y300b doMamee@a bymemd dgndegdo 
A7DEQaAbsSOMSE@ OyMb BoMdmeEagboemn? (bym.2). 

IMozembdInsbmdobs Ed Imbmenab 78mEmy300b MogabgdyMQ{do0 sbobyemos Ayqbo3zoem- 
Ma bobsMdmygdab cembgdg, ~bogoemyM Lobag{GyM ImMogombdosb-dmbmenqyM go48qModo, 
AMIg7emds(73 Mogab Ms3do asogMonsbs 99 MJAQoMbab Aybogodo asbgameMgdyem0 IMo30mbIdo- 
s6mdobs @s Imbmeoab Gadgdab mgabgd9d0. 9d Lobmg dds MMdse@ dgsmbos bo~mbyMm Aybo- 
BOOIM SHMHMZb9d0do. BoJGyMab IAMogomegMmg3oba Gadgdn gdbobyMyd06 Aqbo3oeyMo 
@JOL deEn@sM, AMogomdbMn3g ws MMds AddmbosSH3o0b oagaigaMgoyem LGamyM 3me@aoMJd0- 
do — dMo3g0embdnsb-dmbmenyM gRo48qModo. dabo baym3bemabybomosbmdo w93b hobomodm- 
do, o3GmMab dagm dgMhgyemo awgabs wo mgdabasb aobsaMmdgdyem bo3md3mbo®mmHm 
ZdMdbsG\3gemodab woombMyemgdgm Z0MnsdgemyMmdodo. 

sboemoda adamg3o bodyomgdob, woab30b bogomba dqmeombymoa IMogoembdosbmdob, 
AmMamMM3 sNMeombymo-dMogombdosbo (Igboderms, 4RAM R>hMaMe — HyHdqjm-dmbom- 
ma bmdog dob 3°70 GH) LobmgAyMo 3mddsemadbob Aybogomym-asdmdbob39emdam0 
Lodyomgdgdob (3g6GMoemyMma domMasbodgdgm gemgdgbGab dgbobygd, MmIgma(3 gobod- 
0MMd9db bdome BmMMgmos300b, dg~mmenaab Godsab, jormmyAMoa boandgemoabs wo RmMMdo4d- 
Bbsc@mdob dujbgdob. 

LogaMms bobo aogb3eb SqmMembyma dmhogombdosbmdob b38930g30349 Mm~mb jo~mb 
RBMMOMAdsdo. boFyMHomyAMa gor~mmgydo, MmamMMH’3 dqMeombymon IJMogombdosbmdob ag69- 
803760 Lboand3gen, domosb woe MmE@mb mododmdb Igmmenoab asbgamoMgdodn, Mo(3 Aggbo 
SdHaM, syMeombymon Jhozo~@mbdosbmdnb Ag~@menab mdgM8Bmbyemo boyqdgmob bo33cmoo, 
Syormndgab MdagMBMb yr Bo~mb Ag~mmenosda. JoMmms3, Ige@mensda mdgMm®Bmb4yem0 3o- 
mab asdmygbgdo 8obyb6mdb jommb, Gmamm3 AqbagomyAM-MgMMayN~@Mo BIOMIgbabL y3Zgcmo 
Immbm3zbob: dmagma jo3gdamgdob mobsdod@93/mds (39% 8mbo), (396GMseMa ®mbom 
(daMoamsgn bo) domo wWbagQ 030/309, 3mMb3MgI8 yma daghama bob&gdob fhodmysemndgds 
(Gs yMomyAMo 30~M™ 36 Jobo boboo). 

RBMMdoJdbse@mdsda S_AMEMbYma DMogo~mbdosbmdnob dbod3zbgemmde do~asbh Cwowno. 
IMozo~mbdosbmdnb sd GHaddo aodmdgMmbs wobo3mgm-yobsbyMa womddMes yyob RmMdo, M~m- 
Igemdacz._ MAAMBMbYEa SQMEMbyYMn ADhogo~mbdosbmdob bmbs (AOBM) 96 490/33 geo 
dJomoemo dmboab sMs-dqmeombyoma dmMogombdosbmds (AOBM) asbe@o damnosba jmddmba(30- 
ob (I boas, Il boas) gqmdoabs3ayqMa Bmrbs. S_YMEMb yma JhogomMbdosbmdob Mme@mo oa- 
a3g5 onMdgbyem0 wAbLGobbLob, Ce4M5Hb] (doH3Z060) Cs 97039346 COMddH5db] (eng) dgdb- 
ANmgdemmedab 3yemdabsyaqMo Ombgdob Rodmysemadgdsdo. 

LogaMmes, dggabbo3mmm dmhogoembdasbmdobs Gs IMbmeEaab yMongMaJdj~@gd0, Mo~@asb 
gb bogambo @mgI~@] oM ymoRnms Wobdyenn. dgmM dbMng3, AMogoembdns6mMds Gos IMbMeno 
sMdyons, MmMam™i3 MHA MMIbMaZ00 Qdbgc@nbaYMa bobynbo Es JAMmos@ asboba@m|do 
domme agbgbabob bogambgdms6 JadoMmgdsdo — AMogembdosbmds my IMbMeEns? fA3gbo 
SdHam, LogaMms 33e~g30b L630 dadsmMaymadam boMdsMage: SqMombymo dhogombdos- 
BmMd0 Gd IMbMeNs, MMaMMH(3 MMO Ens MRaMasbgnmseMgd9e0 Lob&ydo mMdbMa3:0 N“Moagh- 
amdabagab. 

oy dq30KY9dg76M SQMOMbyemn dho3goembdosbmoob Lb6go aodmdbob3qm bodsomgdgomob 


>See the list of literature consisting of 200 positions in the above mentioned edition of monograph. 
abaemga bxIMa bbgbgdqemn drbmaMogoanb mas MoS yQMab bos, Mmdgma3 200 g7Ma|ZAEb d3o3b. 
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yAnngmoamdodb 8mdmadob, bodamMmes asbgnbam~mam IMo3go~mbdosbmdonb, bobgmamdm, dnf- 
OMB ym dhogombdosbmdob, MHmamM3 godmIdbob3gemmdamn bodyoemgdgdab (30cm, 0 8- 
do, & domo, mM) agogjbaboabs wo gobgameMmgdab g9Mm-gMm0 dbod3bgemg30b0 Bysmmb 
bojgambo. dmbmenab ,dmbmimmaymo LeoSybo" sg0bMmgdb od GHosab 33~g3g9d0b 89Mb394- 


GHayjem dgbodemgdemmdgab. 


msMadbs dono y~494-ybsd9d 
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LARISA KHALTAEVA 
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BOURDON MULTI-VOICE: TEXTURE AND (OR) MYTH?! 


Multi-voice singing, problems of its genesis and development are mainly described in musi- 
cological literature as issues of texture including its structure, genre affiliation, possible variations 
and etc. In this sense bourdon multi-voice is not an exception. 

However vivid and diverse layer of Turkic-Mongol music with bourdon multi-voice that had 
absorbed colors of past and present times gave us an opportunity to have a look at the problem of 
bourdon genesis and development from different point of view and saw it as a whole picture. Ideal 
image of bourdon multi-voice singing seems to be in the melody's sound of the high register as if 
it is transparent and unattainable on the background of low, extensional bourdon with matted and 
darkened color. 

In Turkic-Mongol music there are various forms of bourdon multi-voice performing such 
as vocal (solo two-voices throat singing), instrumental (plucked idiophone, plucked and bowed 
chordophones, double pipes wind instrument), vocal-instrumental (open flute with voice bourdon, 
voice or throat singing accompanied by an instrument — plucked idiophone, open flute, plucked and 
bowed chordophone). 

Forms of solo prevail in bourdon multi-voice performing including vocal and instrumental 
as well as vocal-instrumental. Among them instrumental forms are the most prevalent — playing 
on the plucked idiophone, plucked and bowed chordophone. Thus it has been traced since past till 
present times that almost all nations have used plucked idiophones in everyday life — wooden, metal 
or bone with peculiar names: Mongol people — khur, Turkic people — khomus (versions — kubyz, 
kobyz, kobuz, komuz, komys, etc.) with the indication of manufacturing material — temir (iron), 
agach (wooden). High level of bourdon performing was achieved by plucked and 2-3 strings bowed 
chordophone including Kazakh dombra and kobyz, Kirgiz komuz and kyayk, Tuva topshulur and 
igil, Mongol morinkhur and Buryat khur, Uzbek dombra, Turkmen dutar. Unique solo two-voice 
throat singing was traced by researchers in Kalmyk, Mongol (Ahoomei), Bashkir (uzlayu), Altai and 
Tuva (khomei) folks. Vocal-instrumental performing of bourdon two-voice by open flute with voice 
bourdon has found its further development in the sounding of Mongol and Kalmyk tsur, Bashkir 
kurai, Kirgiz Choor, Tuva shoor and Kazakh sybyzga. Vocal-instrumental performing of bourdon 
multi-voice is the most alternatively: it includes Yakut, Tuva, Bashkir "speaking khomus" (plucked 
idiophone with voice); Mongol and Kazakh singing accompanied by morinkhur, dombra or other 
instruments, etc.; Altai, Tuva, Bashkir throat singing together with topshur, igil or kurai, etc. 

Various forms of bourdon multi-voice performing are more fully presented in Mongol, Tuva 
as well as in Kazakh and Kirgiz traditions (throat singing and other vocal-instrumental forms mixed 
with throat signing are lacking in the last two). Less diversity of performing forms has been noticed 


‘The Article is written based on monograph materials: Khaltaeva L.A. Bourdon multi-voice genesis and evolution 
in the context of cosmogonical conception of Turkic-Mongolian folks. — Ulan-Ude, 2015, based on the same name 
dissertation for Candidate in Arts History (Tashkent, 1991). 


Bourdon Multi-Voice: Texture and (or) Myth? 283 


by researchers in Bashkir (performing on chordophone is not developed), Uzbek (bourdon multi- 
voice — only on chordophone and plucked idiophone) and others musical cultures. 

Connection of bourdon multi-voice of Mongol-Turkic music with cosmogonic ideas pene- 
trates the whole complex of knowledge about bourdon multi-voice as deliberated by traditional 
culture itself and reconstructed on the basis of indirect evidences — historical records, ethnograph- 
ical and philology information, musicological analysis and other sciences: its spiritual beginning 
(legends about emergence of musical instruments and throat singing — as a source of bourdon multi- 
voice origin, their connection with ritual practice, folk terminology data and etc.), material base 
(material, manufacturing method, form of musical instruments), properly musical nature (bourdon 
multi-voice in the system of musical-expressive means, its constructive, spatiotemporal and other 
peculiarities). 

Cosmologic perception of musical instruments and human as a source of sound and bour- 
don multi-voice has been reflected in the musical characteristic of Turkic-Mongol performances. 
Among all expressive means (mode, melody, rhythm, timbre, formation morphogenesis, etc) only 
multi-voice gives a momentary musical spatial projection in the form of one time grant synthetical 
complex "vertical + horizontal", "space + time". Amongst all types of multi-voice only one musi- 
cal space organized by bourdon two-voice (bourdon-melody) matches with mytho-ephic space of 
Cosmos (bottom-top) that creates sounding organized and colored by all range of knowledge and 
feelings of cosmogonic images. It leads to the conclusion: bourdon multi-voice of ancient tengrian 
nomadic world of Turkic-Mongol nations hasn't got narrow pragmatic meaning of texture but it 
presents by itself one of the equal subsystems of Universe cosmogony which keeps external links 
with other parts of system, complies with regularities and simultaneously has got its own internal 
integrity and originality. 

In the present context musical instrument serves as an equivalent of the World Tree, bour- 
don multi-voice serves as a sound equivalent of the World Tree’s image and the creative pro- 
cess is perceived as an act of Universe creation. Thus, bourdon multi-voice in the music of 
Turkic-Mongol folks presents musical-mythological spatio-temporal structure with opposite 
functional differentiation of voices. 

And all the process of bourdon multi-voice incipience and development is seen in the image of 
marvelous tree with the roots going deep into ancient cosmogonic, tengrian ideas with reach crown 
which has given a birth to the diversity of bourdon (and not only bourdon) multi-voice. 

In the light of the above, it 1s possible to build semantic model of bourdon multi-voice (fig. 
1).According to the study, semantic model is connected with ritual practice and "works" at the ini- 
tial stages of bourdon multi-voice development that are defined by acoustic and overtone nature of 
bourdon multi-voice. 

Possible way of bourdon multi-voice development in the music of Turkic-Mongol folks 1s re- 
constructed: from acoustic overtone bourdon multi-voice (AOBM) through non-acoustic overtone 
bourdon multi-voice (AOBM) to non-acoustic non-overtone bourdon multi-voice (AOBM). 

Musical sound is recognized as initial model of bourdon multi-voice formation (ex.1) 

which presents itself unified indissoluble bourdon-overtone complex that served as "model" 
for initiation of genetic type of bourdon multi-voice — acoustic overtone bourdon multi-voice (ab- 
breviated AOBM). Two forms can be referred to this sort including play on the plucked idiophone 
and throat singing. Forms of its performing: guttural (throat) singing (Mongolian hoomei, Tuva 
homei, Bashkir uzlyau) and plucked idiophone playing (Tuva yyash-khomus and temir-khomus, 
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Bashkir Aubyz, Kazakh shankobyz, Uzbek chankgobuz and others). 

Here are typical samples of acoustic overtone bourdon double-voice (AOBM) in guttural sing- 
ing and plucked idiophone playing. In overtone basis of Bashkir guttural singing Uzlyau of Unknown 
(tune "v") (ex.2a) 2 overtone of main tone C is bourdon however overtones 4, 5, 6,7,8,9 are used in 
the melody (ex . 2b). In the folk tune on Tuva yyash-khomus (ex. 3a) melody's development is built on 
the 5,6,7,8,9,10 and 12 overtones of low ostinato sound "Des" (ex.3 b). 

On the same initial stage - acoustic overtone bourdon double-voice (AQBM) — non overtone 
sounds appear in the melody that generate new mode in their consolidation — "major" pentatonic, 
"major" pentachord.— sample of Mongol guttural singing khoomei (ex.4a). Sound composition of folk 
tune includes overtone base (6, 8, 9, 10, 12 overtones) and non-overtone sound "cis4" Ex.4b) .In the 
result scale of "major" pentatonic has been forming (ex.4c). "Major" pentachord sounds in Uzbek 
Chankgobuz kui in descending motion of melody (tt.12-15) with melodized bourdon (ex.5a). Sound 
composition of tune (ex.5b) creates the scale of "major" pentachord in the melody (ex.5c). 

(AOBM) sounds in playing the open flute with voice bourdon (Kazakh sybyzga, Bashkir kurai, 
Mongol and Kalmyk tsur) and also in playing 2 strings plucked and bowed instruments including 
Kazakh dombra and kobyz, Kirgiz komuz and kyayk, Tuva topshulur and igil, Mongol morinkhur 
and Buryat khur, Uzbek dombra, Turkmen dutar. "Major" pentatonic in the context of non-acoustic 
overtone bourdon multi-voice (AOBM) development is still preserved in the playing on Kazakh open 
flute sybyzga. Here is the sample — Kosh-esen bol ("Farewell") in which Kosy Korpesh — the heroine 
of Kazakh love epos Kosy Korpesh — Bayan Sulu, takes leave of motherland and folks (ex.6). 

In the play for Mongolian Morinkhur Zhoroo Mor ("Pacer") "major" pentatonic sounds in the 
context of non-acoustic overtone bourdon multi-voice (AOBM) (ex.7a). 

The sound composition of the play (ex. 7b) creates the scale of "major" pentatonic (ex.7c) 

In the further development on the level of non-acoustic non-overtone bourdon multi-voice 
(AOBM), semantic model has been gradually losing its paramount significance giving priority to 
increasing importance of bourdon multi-voice as a mean of texture. Non-acoustic non-overtone 
bourdon multi-voice (AQBM) presents the third and final stage of bourdon multi-voice develop- 
ment. Bourdon is not acoustic base of the melody anymore and is perceived as a traditional element 
of texture. Melody indirectly preserves tone's basis however other modal formation come to the top. 
Bourdon multi-voice is combined with different types of multi-voice (parallel, indirect, heteropho- 
ny) and single-voice. Here are some samples. 

In the play for Turkmen dutar Kone Guzer ("Old ford") overtone base of melody is veiled by 
descending sequence development including passing and auxiliary non-overtone sounds( ex. 8a). In 
combination of overtone and non-overtone sounds of melody (ex.8b) sounds Dorian mode (ex. 8c). 
Lower voice is obligatorily presented by bourdon which doesn't serve as an acoustic foundation of 
melody anymore and is perceived as a traditional item of texture. 

Finally, bourdon multi-voice is a source for another multi-voice type's development — non 
bourdon or synthetic (AOBM) as the highest form of two-voice (multi-voice) development. 

Bourdon multi-voice has been developing in the context of general evolution of Turkic-Mon- 
gol nation's multi-voice as its genetic stage: (AOBM 

AOBM 
AOBM 
AOBM) 


Bourdon Multi-Voice: Texture and (or) Myth? 285 


The meaning of ritual existence has been gradually diminished within bourdon multi-voice 

development: (AOBM - sematic model ceremony 
AOBM - sematic model ceremony 
AOBM - sematres+modetceremony 
AOBM - sematre-modetceremony). 

It is necessity to point out that bourdon multi-voice could serve as a source for development 
of separate monody lines. And thanks to the effect of hidden bourdon multi-voice, monody itself 
could promote emergence of two-voice bourdon. Probably formation of such type of melody could 
be attributed to the period of one string instruments' development on which constant need of basic 
tone sounding had brought firstly to the latent bourdoning and later to the appearance of the second 
bourdoning string (ex.9). 

The process of multi-voice evolution, nature of genetic relations of previous and subsequent 
stages have not been leading to the extinction of earlier types of bourdon multi-voice but on the 
contrary they have been subsisting simultaneously with the process of their keeping until present 
days. Therefore overall picture of multi-voice and monody in the music of the region is very vivid, 
multi-colored, with preserved forms of multi-voice and monody from ancient till modern. General 
picture of genesis and evolution of bourdon multi-voice in the music of Turkic-Mongol nations can 
be presented as whole united picture? (fig.2). 

Singularity of multi-voice and monody evolution has reflected in the formation of unique syn- 
thetic multi-voice-monodic texture at the level of musical work which has combined features of all 
multi-voice and monody types that have been developing in the music of this region. This synthesis 
has deeply penetrated into folk musical thinking. Diverse types of texture serve to the rich, ver- 
satile, fine and deep expression of musical idea in the unified stylistic key — multi-voice-monodic 
texture. Its vitality lies in the endless variability of all composing means depending on intention, 
idea and theme that have been chosen by the author. 

The analysis gives an opportunity to put a question about bourdon multi-voice as of the central 
organizing element in the synthetic complex of musical-expressive means of bourdon-multi-voice 
(it is probably wider — culture of Turkic-Mongol nomads), that determines the nature of voices 
correlation, melody type, mode basis, formation. 

It 1s necessary to point out the specific role of bourdon multi-voice in the mode formation. 
Natural scale, as a genetic base of bourdon multi-voice plays such a great role in the development 
of melody that from our point of view we should speak about formation of overtone mode in the 
melody of bourdon multi-voice instead of overtone basis of melody. In fact usage of overtone mode 
in the melody corresponds to all requirements of mode as of musical-theoretical phenomenon — 
presence of high connections consistency (overtone), their unification by central sound (basic tone), 
externalization into concrete sound system (natural scale or a part of it). In its turn in the context of 
bourdon multi-voice on the basis of overtone mode with the help of non-overtone sounds another 
mode systems are forming — major and minor pentatonica, folks 7 scales modes including Dorian, 
Aeolian, Mixolydian, Ionian and others. 

Significance of bourdon multi-voice in formation is great. This type of multi-voice has molded 
the form of West-Kazakh dombra kyui in which overtone bourdon multi-voice zone (AOBM) or 


*See the list of literature consisting of 200 positions in the above mentioned edition of monograph. 
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its substituting high zone of non-bourdon multi-voice (AO6BM) has become culminating zone of 
the whole composition (1 saga, 2 saga). The role of bourdon multi-voice is similar in formation 
of culminating zones in Turkmen destans and plays for dutar (shirvan) and also in Uzbek dombra 
plays (audge). 

It is necessary to learn interaction between bourdon multi-voice and monody because this 
issue hasn't been raised till present time. On the contrary multi-voice and monody have been per- 
ceived as two mutually exclusive beginnings and have been viewed together only under discussion 
of genesis issues — multi-voice or monody? From our point of view it would be interesting to con- 
duct the investigation in a different way: bourdon multi-voice and monody as two open self-devel- 
oping systems being in reciprocal relationships. 

Summarizing the question of bourdon multi-voice relationships with other expressive means, 
we consider that it's necessary to raise an issue about multi-voice in particular bourdon multi-voice 
as one of the most important source of other expressive means genesis and development — mode, 
rhythm, timbre, form. "Monopoly status" of monody in this matter constricts perspective opportu- 
nities for these means researching. 
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Lamon 1. dqmombymn dmhogombdosbmdob badobGagyMo Imegeo. 
Figure 1. The semantic model of bourdon multi-voice. 
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Figure 2. General picture of genesis and evolution of bourdon multi-voice in the music of Turkic- 
Mongol nations. 
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Example 1. Natural scale as initial model of bourdon multi-voice formation. 
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dsascmoaan 2. 

Example 2. 

ds) dod30M emo bmMboabdogGo bLodmgMes ,9736mMd0b yoo". JleOennuckni JI. baurkupcKue 
HapoHble WecHu u HaurppmM. M.,1965, c. 89. 

a) Bashkir guttural singing "Uzlyau of Unknown" (tune "v"). Lebedinsky L. Bashkirskie narodnie 
pesni i naigrishi (Bashkir Folk Songs and Iinstrumental Tunes). M., 1965, p.89. 
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d) goemosyh MdgM8mbyemo Lbogyd3g9mmo. 
b) Overtone basis of "Uzlyau". 
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doascmoan 3. 
NHAxZb QmmygemMyma Bobg0 ood-bmMdyb. AxceHow A.TyBuHcKad Hapoguad My3bika. M., 


1964, Ne 80. 
Example 3. a) Folk tune on Tuva Yyash-khomus. Akcionov A. Tuvinskaia narodnaia muzika (Tuva 
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6, 09-7, 99-8, 49-9, J9-10 ws 09-12 mdg9m8mbg9db9. 
b) Overtone basis is built on the 5,6,7,8,9,10 and 12 overtones of low ostinato sound "Des". 
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dsascmoaonn 4. 

5) ImMbamenma ygmoabdogMo Ladegms GrMAo. ,DsymMHycmo" 396 Go8mbogob 
Rodmyomndgds mdgm&mbob boyyd39e%9. CmupHos b. My3zikabyaa Kyibrypa Monro. 
M., 1963. Ne 10, c. 70-71. 

Example 4. 

a) Sample of Mongol guttural singing “hoomei”’. Formation of "major" pentatonic on the overtone 
base. Smirnov B. Musikalnaia kultura Mongolii (Music Culture of Mongolia). M., 1963 #10, c.70- 
71. 
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d) Age~mens Jg0(3038b 99-6, 99-8, 99-9, 99-10, 99-12 mdgMBmbbL wo oMs-mag{MBmbyem 
dagmob em cago. 
b ) Folk tune includes overtone base (6, 8, 9, 10, 12 overtones) and non-overtone sound "cis". 
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a) dqwmIaSO Hodmysmnd@s ,dsymMMymo* I76GHsGmbo30b saqmMomMoao. 
c) Scale of "major" pentatonic has been forming. 
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dsascmnonn 5. 

Example 5. 

d) ,doymMMcmo* 3876 GHoGmboZ9 970393496 06L8M7976G4eE 8agb9d0 60b;39md9b 3-70 
Kapomatos ®. Y30ekcKkaad HHCTpyMeHTalibHad My3biKa. TatiKkent, 1972. Ne 17, c. 288. 

a) Major" pentachord sounds sounds in Uzbek Chankgobuz kui (tt.12-15). Karomatov F. Uzbekskaia 
instrumentalnaia muzika (Uzbek instrumental music). #17, c. 288.Tashkent, 1972 
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d) Bobanb mdgMBmbyemo dagMgd0. 
b) Overtones of melody. 
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a) Igmmeooab ,doymMyemon" 896Go4JmMeab dagmomMoao. 
c) Scale of "major" pentachord. 
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dsascmama 6. koS esen bol (,asdmmbm3900") ysdbsbymo bLoboggo%q~mm gdmboe@ob. 
PaitbimOepreHos A., AMaHosa C. Kyii KaiiHappr. Asmma-Ata, 1990, c.54-55. 

Example 6. Kosh-esen bol ("Farewell") from the Kazakh love epos "Kosy Korpesh — Bayan Sulu". 
Raimbergenov A., Amanova S. Kui Kainari. Alma-Ata, 1990, p.54-55. 
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dsascmnonn 7. 

Example 7. 

5) ISIMMymo" 89H Gmbo30 dSqMembyma dAMogembdosbmdab  sMoog3yb&o3~jHo 
MdgIMBMbgd0b 3mbS _JLGdo. AmbeEme~nma yomMrm dmm. Cuupnoe b. My3biKa napoduou 
Moneoauu. M.,1975. Ne 30, c. 51. 

a) Mongolian Morinkhur Zhoroo Mor ("Pacer"). "major" pentatonic sounds in the context of non- 
acoustic overtone bourdon multi-voice. Smirnov B. Muzika Nfrodnoi Mongolii (Music of people's 
Mongolia). M.,1975 #30, c.51. 
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3d) @osbo3Mo30 Bobank mdgMBmbyemo dagMQd0 djgso@agbb ,JoymMeyen™ 876GoGmbo3ob. 
b) The play creates the scale of "major" pentatonic. 


CY PaO PebtS Lie) gL 


| I 1 
SSS ee 
Pe foes 

7 4 O10) 11 I2 13 14 15 «§=6lé 


a) dgemmenab ,doymMymo" 376 GHo8mba3yMa dsaghMomMoao. 
c) Scale of "major" pentatonic of melody. 


Ifo? 
dsascmoann 8. 
Example 8. 
d) MnGdgbqe w705HB] Cwsbs3Mo30 369 g7b9m. Ycnenckul B, bensaes B. Typxmenckaa 
My3bika. Awuxabao, 1979. T.1, Ne 4. 
a) Play for Turkmen dutar “Kone Guzer” ("Old ford”). Uspensky V., Beliaev V. Turkmenskaia 
muzika (Turkmen Music). Ashkhabad, 1979. T.1 #4. 
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d) dgemmeanb mdgMm&mby~mo Od oMos-MdgMmMOBmbymn dagMgd0 BoMdIm|dbosh wmmMay~™ 


gocomb. 
b) The overtone and non-overtone sounds of melody create Dorian mode. 
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3) CMMaYEHO joc. 
c) Dorian mode. 
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dsasmmann 9. mM Lodo. 70693 048507 Cobo3Mo30. Kapomatos ®. Y30exckas 
MHCTpyMeHTalibHad My3blKa. TamtkenT, 1972. Ne 22 III, c. 297. 

Example 9. Pair of strings. The piece for the Uzbek dutar. Karomatov F. Uzbekskaia instrumen- 
talnaia muzika 

(Uzbek instrumental music) # 22 Ill, p. 297.Tashkent, 1972 
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CIQGANNS 3. IDGIEGIBS 
( ILION) 


NESMESGNNL G6Id9 BMCNBMENIM IDLNZSIN 


AGGmbo(309 MsbsdgeEMM3g Aqbogmemanab gMa-gMan bo33e6d~ (369d00. nao wodMo30 
asdmAgboma d33m@mq93M0b dobbogmoab boasbo asbeo (Ammob obog0930, 39M. 30bobo- 
aMmmbdebo, babs agmobadmgs-d39Mbo@b zoo, o9M@mMbeo3 00M96930, 300Agbemo3 dge@4d93b 30, 
30M 96Gb. bremmdmgs wes Lbs.), 96939, aobobamgds bL38g3nsmodgdyem Emadbagmbgdbe 
oy 96(303CMdBg@09ddo0,' MbeErsnb 959M39d0g9d0b9 ws LonbAmMds(309 83MM Bose Wikipedia-b 
Romgcmam. y3gms domasbdo de3qdqemos ob &mbs300b (369d0b bogdome@ aosbbb303964em0 
MIRObA(I3NS. = gMa-ghan abSyM8MyGo(309 = dmdg~anboMgmdb = nbHMba(300b = SmMMab 
sbogaggabgym0 36(393(300096.7 danbg@o30@ sdobs, aosdmAgboma Myba d9(3609M0 
gAmbjem ws bLodqeosdme@ wodGjo3gdyea ofbomdab dmdbMq of oym. &gMdabob 
dabgyema o~mdo, dabo boobMggo0b 973mmy309 sbobsemmos ob68mbs300b dgbob9d bLogdome 
gobbbgoggogee Egdqengdgddo.  abogoggabg geo bgdobGoggm-ggmBgym geo — ggeeggob 
332MO5330E™, ab&mbo(3n9 dgadmgd9 aobabobo3m@mb, Mmamm3 Aybogob di30M bo 
300Mdb5b93ge~mMd00r-bLzdsbGaz4qMo gengdjgbHo. sd CwgAgRAbA(3K9M )~—s CC GeEmoMaMAdyemne 
AHmbs300b = gQybesdghSyMa MogabgdyMgd9d0: obFmboi3n9  dagg~wymMgbgd0  Axbo3ab 
dabssMbb wos g9MH%B399E~ dagMombodsmmydMamdob (BsImse@ag6b dob d(30%9 shagayeb). 
HIMdobob Myby~m Anbogmemmansda gRohMaMme gs38M3g9mgeNm0 gb aosagds adbgdo fAggbo 
dmmdoab sdmbogom0 bgMGomo. 

ob090930(39 =@o dobo dodeg3mMg9d0(3. ab&®mbsg3oo0b (bgdob dobo asbgomoemgdob 
Cnbsdo3odo dmasbMgde@b96. 0d (369d0b Dbaogbo aomMdo3ggdyem0 sm dab gfm-gMam0 
ob894Go9 abGmbs300b goobMHydo 8mMmngQmbayM goJGyModo. Imeagmbos JImambesb, 
MoZy7daMyboIm LojgombbL: MmamM doS\ yMosemobo do, 3m0bo@ {do ab&\Mbo309 Agbogodo 
dagmab dgd3gqmdam. bogamboab aobbomgobob, A396 dogdoMme3m Mod~@gbadg dowamdob 
06 8mbo3anboe@do. 

80M39e0 da~eamds smhob LAM yAdsymyen. dob gomamgddo bes a59dmM30M330Mm, 
AMammMss obSmbos309 8mMmagmbasda LaMyJ®qymoMmgdyemo dagmMgdob dgd3q9md0m. wWoeo 
aszaMgZ0MmabbabmMa Imemagmboaab abgma mogabgd4yMq7d960, MMamMa300 JgogMandb wb gd», 
6y3980 AnbogomyMHo sbMab dgJdbo, (3gbyMab Zy9E—M0M Qd9. BMEmagmbayMa Jbmg3go~moab 
gb mogobgdoyMqd0 aobobb3039db dob BmdmambyM-ZoMIMbayema gMoJGyMobacb, bow 3 
BOMIMbOYEMa, AZoQaME Ws JMMdOadZb7~mmMZbs@ Aodmysmnadgdymo (37 d04qMo Homme 
SYSCM0dJdb IMBaggdbo wo RMsdgob — nb6Smbo300b a~wgoeyMo dbad3gbyemmeob doGgMooemym 
LAMA qQMm_IOL. Bmeagmbos boboomegds dy7bgzdMaZ0e@ bobaMmdemnga Aodmyoemndgdom, 


6: doasmomeg, The New Grove Dictionary of Music and Musicians, 2 ed./ed. S. Sadie, in 29 vol., L.: Grove, 2001, 
Vol. 12, P. 502-505; The Oxford Dictionary of Music/Michael & Joyce Kennedy & (Tim Rutherford-Johnson, 6 ed., 
L.: Oxford university Press, 2013, P. 420; The International Cyclopedia of Music and Musicians/ed. O. Thompson, 
L., 1975, P. 1080; Harvard Dictionary of Music, 2 ed., rev. and enlarged, W. Apel. Cambridge, Massachusetts: The 
Belknap Press of Harvard University Press, 1969, P. 421; Riman G., Musical Dictionary, Trans. from the 5" Ger. ed. by 
B. Jurgenson, M.: C ETS, 2004, P. 355; Intonation//The New Grove Dictionary of Music and Musicians/Trans. from 
English, M.: Praktika, 2001, P. 355, etc. 


2 Bacmabenmgbega6 MH ]MsGHyMsdo sbogaggab HyMdobo Bmax_M aMogwoagymoe@ aodmobobgdo, Mmamh(3 
intonazia »6 intonatsia. 
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AHMbs300b dgboGhygob LHMyAI®y_yHyE gMagymgdse@ woyme@ab aoM{dg. sdoz@OMmrymoe, 
389MdsmNMa HbA 3mzomyM yBmddmba309ddo yr3agmomsoab 39M syommndgdb yogMow@o 
LAM y7I®qQMob Qmmdob. dod, Ms dgadmgds foomgo~mmb MojgmbyMa bygd06803%M0 
ghagycoab Iymg|M g793030M ]bGo@? dsobybo, MHmam™3 fobb, dgJegadoo: 3mmagmbosdo, 
b9eH, oMaS aq GmbyM of Gagmdgdomob dj~w@oM dom, Cobsda3z4yMa s4Ga3mdgdab doadgb6gmmds 
NBME dS. ADgbodsdaobse, AgbozmyAMa obGMbsi305 oH BMabGomodb~e@ {do oy(30M|d~moe 
Mosa@sMy~Mn BMobgdobo ob dm&ogqd0baob6, dabagab dybgdmMagns dqybeom3ebo, IfHdocmo 
dagMann 3Mb684MgJd0. 

dagmab dgd3gqgmdom = dybajgomyMa ab®mbs300b aodmam bob bb30 dgmmeno 
RoI AyMyemn. goMas@ss (36mdomoa, Mmd, bLogdsme bdomMo@, IAybo3gmbgd0 IJgemensdo 
8NMMd9H OOGMbo300b ,JobGoob" Cs o6Gmbs300b 003039096 Igemeoab BM0ad968mob. 
(309d9d0b CwssbeMm|ds Ed WRMMN_GMMd|AM|30 33gMgd0 oMs Dbmreome dybagmbydab 
(3360 8Md48o30dO0 3mMINbago(300b CEMMb, odoZqb, VRoJGmdMng0@, o39Mgd96 ‘bmaxgm 
dq(3609M9d0(3. AbHmbo(308, Mmam™3 Agemmenanb BMogdgbGo, goobMgdyeEno 304 8mm 
dgmob, semadbga mammy|3q30b, 39M. gZ0bobo-amMmbdobab, dobsom joMdsohggob, 933960 
Bbobsngobbgob, ombmme bmbmmob, 69m dodbodoMmgeb wo, boba~mmdmMn3, dsmmMab 
sbogaggob dmmdgddo. dogosmoamos@, doM3 omMobms3by0 baMb: ,...dge~mens bomdmoe@agbb 
ALMbs30sbMeb 3mddnbaMgdye~m0 = Bmbgdo0b MobdInI@|3MMmdeb. o—0 odemgds wMmdo 
Md SMa dgds, Mmam™3 bobo, Mmdgmbs3 LeMyAI®ymoabs wo dobsoMbob ghamdmomds 
aooRbos" (Aranovsky, 1969: 37). od bes aognbby6mm dmemgbers3 oo3mMMb30 ws Jobo 
B3ma~mo ab®Mbs300b ,dgmmeanMo" 363993006 Rodmyommadgdsdo, bo@o(3 o68mbs(309 
sbLbo~mos dImeEomyMa MaSdab 89Mb3g4G030@06 — MmammM3 dagMamo bozoe@ob ~d(3aMgbo 
IgmmeonyMm-LOMyAIhyMymoa boagdmds, MMdg{ma3 ,boOMIMs@agbb HMoGmbyemo bobs dob 
mma aobbb3039d4m0 dobow@ymmednb yogmo~mdab (s6 dmd968 0b) dg8aMabsaMgdob" 
(Yavorsky, 1908: 4) os nb&mboM|d9, MHrMAMMH(3 ,068mbs(300b dgd39mMd0M dagMaMn QmMMdgda0b 
MgomobgEd0b 8M0b6(3080,, (Yavorsky, 1929: 23). ob&mbs300b, MmamM3 IAge~mea yma bobab 
aoobMydabob, bobasbdqemns dabo moabzsMymmds (,oMdsg5m@m0 ObGmbsgoo", ,dMy7635c@0 
A®mbsy0o", ,6s6GmdobgdyMHo o6Gmbs309", ,GommobygdyMHo ob6Gmbs300"), IgeomeayMo 
OGG MZ9Egd0b Mobdndwg|ZMmds (,,dgqdogaemGBmbyMn o68mbo309%, 94300 06Gmbs300%, 
rGZZ2MHQYMO OGGMbo(300", ,bgdbGob o68mbos300"), ImeEsmyMHo dobsbosmgdmydn (IyoGo wo 
d9%y930 &mbydo). 

“yoe@s smabadbmb, Mmd ob6Gmbo300b, AmammH(3 dge@mmenab BMoadgbGHob, aoodbMadob 
ALG®MMaxyemo FsbsddmM3M {dn aoohbos. (3omMdamns, Hd ahMroammMoabyymo JmMomab HMse@o(309dGo0 
AG8Mbs(309 JOMEJdMeaS ymdsMba300b Lobyob yMobsb, Amdgma3 Lo~m bLMymogdmo@s. 
d39mg9d4M Agbazodo BmangMads o6Gmbo(309d hodmoyomade bozdome deaMowna dgmmeoanmo 
yOoJMosemdoal QmMMIS wos Asdmysendes A7mMmoNYAM BMHIQ@ose (,lamento-b o68mbs309%, 
rIMBME@Jd9M0 AHF Mbs7300",  ,3aMb3aMO = AOBMbs300", MAHMMogZyEo  yBmMmMdNEM|d0 
anabasis, catabasis, circulatio, passus duriusculus @» 9.d.). Ime@om, by wogngngaby9dm, Mmd 
ALMbs30abmgab gMmbdnsbmMdo dgbod@mgdqgma QmMMHdos, Mmamm3 Bgbo, AmbmeayM 
ROH AModo. IMMaQmboasda obG\Mbs300, oxMMbes3 oMebg30b, ~mgmM dobgemob, bamago 
L3Mgd3m30b eo s68mbob6 Lohmob sdmam, dgbagomyAMoa asdmdbob3ggmmdob gmgd968 dob 
dag wmnsdedmbb dma3o3b. 300fgbemo3 dgm@aydg3b30b Lodommemnsba smbad3bam, ,dqbogab 
SHomnGho3yGo MHasbodgdob 9H(3 gMao B96—MI960 (MOG |MZ5eE0, BO~M, o3MGE@0, MGdo 
@s o.d. — m.3.) oH yhoo oymb aongnggdyema ab&mbs30sbmob. Jsamod Mammg~ymo 
dsmasbo ob&mbs3oob |mMdob bsboeos...* (Medushevskiy, 1985: 67). 9b 9 asdmMa3bo3b 
adob dgbodmgdemmdeb, Mmd BmangMma jmddmby68o dgnde~mgdo qysaMosGgbmdegb bb639d%4 
dbo Sg{Myma MoMgdyemgdab mgombobMabom, Joma asdmMa3bg0b aomgdg. obgma Memeo 
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dg0degd0 84mbegh Igemenosb (690 Moe Mo RBMbob 93md38069d9680m 38mMe~mQ~mboosdo), 
39MIMboob (Qogasmoamse, ybobgemmdamn 89MdIMbos“) ws 9.d. 9d MZse@mbsbMabom, dobsmgdos 
daMamse@0 (36949d0@6 bsbsMdImgdn &9HI0b960 ,Gmbo-o68mba309"% (bgMagO bLeombodb 30), 
WSMHIMEBAYEDD OOBMbs300% (oH 3M]dIEMMZO), .~HOGIo O6Gmbo305" Es ,,~obsdozobs ws 
SMHHBZ4EMs(300b 06mbsgno% (oxo bmMEmM38mg0) wo bbs. 

Ms Hdo Woes, ab®\Mbs300b BHmd~mgds MoOyme@gds ImmagmbayM dAybajgomynM 
ROI HAModo. IMMag_mbosda Maymos o68mbs300b godImgm@m bo Ed dabo MmogabyqdyMgQdg9d0b 
Bd50Mg33g9M0. Mo oMob 8mMmagmbosdo ob6Hmbs300b Jy~mgmMo, dagmMama eBmMMdos? gb oMoab 
8MHdq4HO379C~Ma Cd HYMMayemn dbad3zbgemmdnm dmogoMa bogombo. 

8mMemagmbaob (369d0b dgqdemns woaggbdoMmb od jambg0% 9 dsobybob d3mgbodo. 
(0mdoa~@mns, Mmd 8meEngmbns gboos ,dg@mmenanb bsaMbobgmds d93mM0 bdam  [...], 
AMIgema(3 BoMdmowagbb gMA@meEMmymo bdmgobgdob mma 96 Jg80 Jge~menab 69MH%g3b" 
(Frayonov,1991: 432). doamed Ms gdoMamgds dodob ob&mbaMgdob? sd 3amb30% 9 dsobbb 
3330M696Mdb Bmemagmboaob GHadimemans, 39MdMe BmMemagmboaob doMamse@n MmgdoGyMo 
803960: adaG®soyMHo 8mmagmbas, 8IM@EQAMEmMbyMHa BMmMmagmbns wo sMsndaSo(30%4Mo 
(3mbG Mob yea) 8m~ogmbos. 

ada 8o0730494M 38mMmogmbasda AgboagomyAMa abHmbo300, Am(39djem0 ~ghm bdodo, 
asdMAbe@ Ido L630 bdodo. sdoge@Mmymoe, 0b&mbo(309 (aabbm3e@qm: d(3aMgba badobGo3~yMo 
6sagdmdo) absMIM|d0, Mmam3 AgeEmenab sg7MdsbjFLGymoe goMaMgdyemoa BMoaAdgbHo, 
MHans(73 OJFIMOLAMaM dyemos ImmadmMMAgymmdob boMabba — 9Hamn Es 04039 LadsbGo34yMo 
daMagoab oye@amagmbosms bodmMo3m9. ob&mbo309 sMoab mogmbyMo, @woy3oba~@mno 
dabodqdod@7 wo aobbobo3Myemns. a(33~mab Ms bdIMgZ06 QMmMdob, dob Agydemos dema330b 
eEMMabL gQehMamM ob yM30em 960 (Qageo IygbogomyAMa 3mddmba(300b Bom3cmno) Od, 
Sda30M0@, Agyd~@os JgodobmMb ,asbdobmas@gagmo” ob&mbs3oob LAsGybo (gosighems3 
Ije@ndgARZb30b dobg~@30m). 

oy dggZ0Hob96M ,dgdogyoIgdgemo" ob6Gmbo300b dgega9db, Agagadmns 3m,30m, 
Amd 0686073040 690M BoMdmajdbgd9 gm ab&Mbs300b bogyyd3qmbq, MmIdgemn(3 
DqboMAyb_ZdyQEMOS CNGD JDMbdZ3gqQ9mnbs MY DM ema ANbogomAMa BmmMIdab dobda~ddg. 
Lymomo 4RMAM Mayme ds, MMeagbs3 AnbogomymMa mgdo dg~@agdo oMo dbmEme JMam0 
ab Hmboganbasb, oMsdge@ MMO 9b dgG0 ObSmbos(30abas6b, Mmdmg|d0(3 gamdobgmb drmbeogg3b 
Mod syommndgob Imemn0b}mbo(3049M 3geb. am8eb badobGo0b dobob Qxyaodo g-moll ,30a0c@ 
HIIBQ{MaMAd4yEMO Bemo3goMab" | Hrda~gsb MmmMa obSHMbs300b Bmd3s~mgdba cmoabgjoMymoeg 
Ms adNGs30yMs@ gZo0MoMe@ do: godmdbob3gmo, gqb38Mgbayemoa moMagym-dgmmeoymo 
dmGa30 Eo AmdMs30/4dge~@ama IMBagZo ByrddabaMydyemos gH RMobsdo she (39C-(390™ 3 
Z20MSMO Jd. bodyg7@m Jgn@ Gob mmbbdosb gBqasb ofghb Ibaogbo boda o6Gmbo300: aoddeyemo/ 
dagMs, J30R0M AmMEMEJQdaMD 330M8yE-3B306GyMa GsdngxvVQd0 wo aodabgdyMa bLoMdo~@o 
(doa. 1). 

8M@oAMmMbYMH BmMmngmbasdo Lbge bIg9d0 abdob doMamese@ bdsbms6 97Mmoq. 
Sd9bm0b039, JHMo@ JMO 068mbs309(3 Dgademgdo ZoMaMEJdmMeagb. EMM aobdo3~mdsdo, 
AG8Mbs(309 dgndemgds Mosb~@omebmdnm hobs33mea@gb bb3go ob&mbs300m. dgbodsdobog, 
Jamo ab&Mbs300b beygMM 0(33~—Mg9d0 JgmMam. Agbozo~myAMa sbMms3bgdo0b aobgameMg|da0b 
BMMOBMEGoemM 394HmMbL Amgyo30MaM QgMansba 8memonbSmbos30yMo —bey9MMb396, 
Amam™H3 gh aym dbaogh dgdmb3q30dG0, ada®oaqMo obSmbo309d0b mobdnd~@g3Mmdoabob. 

CobsbMymb, B3mbSHMob& ym 6 sMHo0d0 83077 Imemagmbosda bobybjo asbbb3039dyen0 
GGmbs30gd0b mobsoMbydmdo. ImemoanbSmbs3axMo beg yoomadegeos AnbagomyMo Ro 8qmob 
39M BN Z0EMYIMA BrmMHeonbs 8 dob Jgd3qgmdam. sdazoMa LyMomns amb badobGo6 dobob A-moll 
06396(309do: AgemmeonyMo CaMha3gy7Do AbHMbs305 MobdndeEggMymose dJaGMM|dyYEMns IJgy3IM30M 
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dg Joba3~4M-Jdg~maM nb&mbs3asbmob (doa. 2). Msde j60d9 ab&mbs3anb gb ghmmemmyemo 
3mddnbs(308/dg9MMgd9 BoMdmowmagbb GBHgdbogob, Mmdgemacz aodmaygbgd9  asbgamoMgdnbe 
(ya 0b0 © bLmbsGob emmMdgdob 363003900) @ds Cwob 3360 (37a 0b, Lmbo®abs we 
LodbsBaemnsbo 3md8mMba309d0b G_8Mobsbs Cs 3m@sdo) 98989009, 0b939, IMo30eEmgdS60 
ajaab gdb38mba308d0 mgdgd0b g7MmaEMmyAEHa Aggbgdom. ab RoMHMmME asdmay 769d bLomdgfm 
sbbseddengddo. dhas3boe@ sdabs, odaGo(3044M wo Im@EAMMmmbyM BmmngMbasdo Agbodeg|dgemno 
B9MBOZ0EMYMA BMOSMobGab dgboMAxjbydo obSmbs300b dodeamdo asbsbemydab ymb%9. ob, 
M9(3_ OMAZ0_ dG o7304MH, BMEAMMMbAM Cs SMondNGo(304M ImemngmMbnsb9, 9b939, Igndemgdo 
dagaybo@sama bdoms mMmnagmamdnb abgm Maym boaMmbobgmdsb, MmamMae. dMHgqme 
BMEMAQMbAS. 3EMSEO0dAIM 8HMBM8IMdMgZ0, MMdg{e~0(3 sdobga~mgdb od ygbmdgbbg YnMo~my|doh, 
ombadbyy~mb dadagjabsoMe~@ ombgMb: ,89Mdob0 ,dMqme 8meagmbos" gobbobe3Moe3b abgm 
JMHa©cMmym 3mddnbo309b, Logs(3 Agemmengdnb segoma dgadengds Csnzo3mMb IMogeembdosbdo 
8MMagmbayMds Bmd8emydbgddo, bLows(3 Mammgyma domasbb bo3qmomMoa dobsbooogdemgdn 
asohbno" (Protopopov, 1962: 66). dq(36n9Mo Bomdmse@agbb 8memagmbaym dmggab dmeogh’ 
AIgqbmmMabj3ab m8gMgd0b doascmnm'dg, bo@s73 Lbgomobb3o Jdg~@gds 8omMomgm Mow Ho0M@ do, 
aBsbbL6303904em Kayagobo wo sqMbrboyqdmeb, Ardem 60/3 FMHEMMAMsE MobssMbydmdq6. ob, 
06939, mo3b ofigbb Aggbo mobsdge@Mmgggdab obbGMydg7o8yem0 Aqbo3ab BadMo30embdosbmdsdo. 

IMgQMo BMemgmboaab drsddg4eoo30 badydoo "Sopto OBIOT" aamMMHan Lgaho~@msgab boaybom 
(303co0~@ob "TTynikHHCKH BeHOK" (Joa. 3). of gMadsbygob 9Q069d0 axybeoak wobdyqemn Lodegme, 
Lodsmobmb dmmo@sb Iy~mgmMo ,boygamab™ odo 8oM do Eos dobab AmMbmeEman. 3md3mMbo&®mMHo 
MLO HyMoeo bodgQdb bod o6Gmbo 304M baghmb, Mams(3 9E@b6g38b dmsddgd4e@03 dbs S\gMmyo 
JB9d GL. Lahamdyemo fogadMgdyqema ImMbmMeEman Mosdegbnd9 dbod3bgemdnbos: gb dmdgbo 
30306 momagymn omboMgdss, Mmdgma(3 Lomodmb dobe@b 7 bamow@eb yd3Z9db ,dmby(3 
MoHGH gb"; ghoo gyg_gMbagMyemn AobsbsGo, YbmM38MgdabgyEma Lygbs, bow@s(3 adoMob d30%} 
39MdM bagM39 dgygobomns 4RMM gQoMam bagM(39d0, Mmdgma3 dggbgdyeos bmaxgmM 
ImmAgycmo, “BmMaRIM jo Imobemgdyemoa bLoggemgbom ao~mmdams ws bodbge@MM boy3gomab 
RoOHROMJd60M, IMMa~@s6 Mmd Jmabdab; gboo yegmoeamdsdo bLog3e@amoab asbbmas@gdyemo 
Loddmem yma dg6b96960 (memento mori) — 80M JydGo boawybem badegme (93309d0b dbasg3bo) 
@od boygamob dmbmegds, M03 sbagembgdnb dmb3gmob dmdobbo39d69en0. 

AInbogomyMa abGmbs300b godm3gmgbabo~@do dawamdab dgbodg G®oados bydsb6Gagymo. 
SJ yyMsom|dsbh gog0dsbga0mMgdM 8MHmea@ni30M9d0b9g, sbMambsMdmdbsb9. MmammH3 
(30mMdam~mnes, 8MEMngMbasda MMA do~Mss WnsM™M|d8HOZqMSO gogMansbydyeo: obMmgbgQda0b 
OCMMAdaMN BMMdaM|d9 ws Jobo LagMEI~yema MMasbodgds. Oy 8MEMagQmbayMa god 8yMoab 
sbomobobsb figg6 asdmgnygbgdm ob6Gmbs300b, MmamM3 Ag~mmenob gBMoadgbGoab 
(309d0b, aog0b309O@97dM CMabgoMy~mdsh Ed ZIMGBagomyAMa 3mmMMenbsSJd0b wWojoMagzob 
MdZNKY{OO. STOZOEMMYmMoe@, 39MBogommos gbme@g6 doadgbgmmg0bo adoGo309do, 3o6mbdo, 
adob gaqqGob dJmb9 boboMdmg|dg9dd0, ,aQ~yaab" HoG®MMa3gye goayModo, msdodob Ime gmab 
smbsamdsda abFMbs300b 8Hmey3aMg{do0bMgab. Bodvagbobs wo dBodsagbmb y3mdog3M 
098do, 3MEMg@a 06a Im30MGHoab , Yoembomo gQemgoGob" gobscmoa@sb, adoSo(304jHo Jgm™Hy 
bd960 bydMmdam bobb qb30d96 8g9Mbrbsygdob gHmnsbmdsb dom mxobyM o~om@ndsdo. 
dabsom amobyzeb Lodmgmoab ,CpeaH ONMHEI POBHOH 80M39~ boy3MMS J8096M 39Ma0(309dG0 
Bomgema geganayMa ab&mbs300 aobbobo3Mogb bod-mabbdosbo Rod yMab y3qemo bdob 
(36M3MQd0b wo ,d96dG~mmeENdda" bbb qbgsdb Agqbogob moMoagyemdsb (doa. 4). 

AHHMbs(309 RGM Mama bobam boMImMagowagds dodob, Mmegbs3 dgydemgdgemno 
yBaMo8 bods Josbogr BMMob%mbGomb oy s9MGoagomb. Jbasgb djgdmb39390do, 06 8mbs(300 
Ab~@g7d0 abengo@xjo~myM bdgddo eo ,ywqdsmm|ba ombab ob6Gmbs300" 0339Mg9d0 AMo3Z0e~ 
bsdmMs BmddabaMydsdo. gb RB Qbmdg60 bdaMo~@ boMIMeE|agbamns omMssb LyadobG®osb doboab 
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AInbogodo, bLoe@s(3 3mMbS\MobGymo ob6Smbo309d0 aogMonsbydyyemns oboe odbHdo — 
Babsoomdmgamdsms aobyymagema gMansbmds, MMdAma(3 aobobobagM|db Cwnsemg4Go034Moe 
yMnngMabssdamMabsMm gAmnsbmdob, MmamM3 MdagqGyMHo Mgo~mdab dmegemb. bodbdosb 
0639630000 f-moll bodo ab&mbo3ns0 sjgogdaMg{dyema JFMMdSbJIMMeb: CWomds3em@mo0 passusS 
duriusculus goa hom, b9MZ aN EMO 3aMb3Z:IMN Oo JAMISGHaymoeo aoddoymydyemo H98e™m03960 
(doa. 5): Sdaz0Mo@, MgoemyMo@, A396 g:boydMmdm abAmboi30yMa Lagmmb doMSog30 
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LIUDMILA P. KAZANTSEVA 
(RUSSIA) 


CONCEPT OF INTONATION IN POLYPHONIC MUSIC 


Intonation is one of the key concepts in modern musicology. Intonation has become the sub- 
ject of a considerable number of basic researches (by Boris Asafyev, Vera Vasina-Grossman, Nina 
Gerasimova-Persidskaya, Yaroslav Yiranek, Vyacheslav Medushevskiy, Valentina Kholopova and 
others), as well as of specialised music dictionaries and reference books,' including online publica- 
tions and information resource Wikipedia. They all give a rather diversified definition of intonation. 
One of the interpretations derives from the concept of Intonation by Boris Asafyev.* However, the 
outstanding Russian scholar was far from a supporter of the axiom once and for all. His polishing 
the term, movement and evolution of his thoughts are captured in quite different statements about 
intonation. Following Asafyev's semantically-cultural approach, intonation could be defined as the 
smallest image-semantic element of music. This definition declares belonging of intonation to the 
content field of music and its certain scale — it 1s a small (short) unit — as fundamental features of 
intonation. Widespread in Russian musicology, this understanding will be the starting point of our 
material. 

Both Asafyev and his followers look at the concept of intonation in development. One of the 
aspects of such deepening of the concept is the comprehension of intonation in polyphonic tex- 
ture. Polyphony forces to return to the question of how intonation in music materializes, manifests 
through sound. Considering this question, we shall apply several approaches to intonation. 

The first approach 1s structural. Within its framework we must clarify how intonation is struc- 
tured through sound in polyphony. We should consider such specifics of polyphony, as the flow of 
energy, the establishment of uninterrupted musical thought, and the veiling of caesurae. This quality 
of polyphonic texture distinguishes it from the homophonic-harmonic texture, where harmonious, 
distinctly and unambiguously formed caesurae clearly form motifs and phrases — the material struc- 
tures of ideal meanings of intonation. The polyphony is characterized by naturally long formation 
without division into structural units corresponding to intonations. At the same time the verbal text 
in vocal compositions is not always able to form a sound structure. What, then, can be considered 
the sound equivalent of a laconic semantic unit? The answer seems to be the following: in polyph- 
ony the importance of dynamic energies increases in comparison with the slowing, architectonic 
energies, therefore musical intonation is not necessarily crystallised by lapidary phrases or motifs, 


lee, for example: The New Grove Dictionary of Music and Musicians, 2 ed./ed. S. Sadie, in 29 vol., L.: Grove, 2001, 
Vol. 12, P. 502-505; The Oxford Dictionary of Music/Michael & Joyce Kennedy & [Tim Rutherford-Johnson, 6 ed., 
L.: Oxford university Press, 2013, P. 420; The International Cyclopedia of Music and Musicians/ed. O. Thompson, 
L., 1975, P. 1080; Harvard Dictionary of Music, 2 ed., rev. and enlarged, W. Apel. Cambridge, Massachusetts: The 
Belknap Press of Harvard University Press, 1969, P. 421; Riman G., Musical Dictionary, Trans. from the 5" Ger. ed. by 
B. Jurgenson, M.: C ETS, 2004, P. 355; Intonation//The New Grove Dictionary of Music and Musicians/Trans. from 
English, M.: Praktika, 2001, P. 355, etc. 


“In English publications interpretation of the term by Asafyev is occasionally denoted graphically as intonazia or 
intonatsia. 
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rather blurred sound outlines are natural for it. 

Another approach to the manifestation of musical intonation through sound is textural. It is 
well known that quite often musicians find the sound "robe" of intonation in melody and identify 
intonation with a melody fragment. Rapprochement and interchangeability of concepts are ob- 
served not only in the living practice of communication by musicians. The same, in fact, is done 
sometimes by scholars. We can find understanding of intonation as a fragment of melody in works 
by Victor Bely, Victor Vanslov, Alexei Ogolevets, Vera Vasina-Grossman, Mikhail Karpychev, Evg- 
eny Nazaikinsky, Arnold Sokhor, Nelly Shakhnazarova, and partly by Boris Asafyev. For example, 
Mark Aranovsky writes: "... melody is a sequence of tones combined by intonation, unfolding in 
time and perceived as a line, possessing a unity of structure and content" (Aranovsky, 1969:37). 
It is appropriate to recall that Boleslav Yavorsky contributed from his side to the formation of the 
"melodious" concept of intonation, explaining intonation from the perspective of the theory of 
modal rhythm as the smallest melodic-structural unit of the sound flow, which is "a comparison of 
two different in attraction sounds (or moments) of a triton system" (Yavorsky, 1908:4) and intoning 
as "a principle of realisation of the sound form by means of intonation" (Yavorsky, 1929:23). In 


mon 


understanding intonation as a melody its linear picture ("rising intonation," "whirling intonation," 


mon 


"abrupt intonation," "wavy intonation"), a sequence of melodic intervals ("supertonic intonation," 
"intonation of 3" "intonation of 4°" "intonation of 6th"), modal characteristics (stable and unsta- 
ble tones) are emphasised. 

We should acknowledge that an understanding of intonation as a fragment of melody has 
historical roots. It is known that in the Gregorian chorale tradition the opening phrase of the me- 
lodic composition sung solo was called intonation. In early music some intonations found quite 


motte 


stable melodic sound form and became melodic formulas ("lamento intonation," "invocatory in- 


moms 


tonation," "interrogatory intonation"; rhetorical figures anabasis, catabasis, circulatio, passus duri- 
usculus, etc.). Let's not forget, however, that monophony for intonation is a possible form, usually 
in monophonic texture. In polyphony intonation covers the whole range of expressive elements, 
according to Yaroslav Yiranek, Leo Mazel, Sergey Skrebkov, and Antonin Sichra. As Vyacheslav 
Medushevskty rightly points out, "none of the music analytical organization phenomena [interval, 
mode, chord, rhythm, etc. — L. K.] should be equated with intonation. But each of them becomes a 
part of intonation form..." (Medushevskiy, 1985:67). This does not exclude the possibility that some 
of the components can prevail over the others in the degree of artistic value without excluding them. 
Such a role may be played by a melody (with neutral background accompaniment in polyphony), 
harmony (for example, "a name harmony"), etc. In this regard, acceptable are the derivatives from 
the basic concepts of "tone-intonation" (Sergei Slonimsky) "harmonic intonation" (Yuliy Kremlev), 
"rhythm intonation" and "intonation of dynamics and articulation" (Yurry Kholopov) and others. 

Certainly the problem of intonation becomes more complicated in the polyphonic musical tex- 
ture. Polyphony has its own difficulties of finding and attributing intonation. What is the sound form 
of intonation in polyphony? This is the main question, of both practical and theoretical significance. 

The concept of polyphony can help us find an answer to this question. It is known, that polyph- 
ony is "a kind of melody with many voices <...>, representing a mix of two or more melodies in the 
simultaneous sounding" (Frayonov, 1991:432). But what happens to the intoning then? The answer 
to this question is suggested by the typology of polyphony, in particular, the basic thematic types 
of polyphony: imitative polyphony, undervoice (podgolosochnaia) polyphony and non-imitative 
(contrast) polyphony. 
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In the imitative polyphony a musical intonation given by one voice appears in other voices. 
At the same time intonation (remember: the smallest semantic unit) is reproduced as a permanent- 
ly varied fragment of melody, demonstrating its quality of polymorphism — a plurality of audio 
versions of the same semantic core. Intonation is laconic, minimized, and definable. By varying 
its sound form, it can cover large intervals of time (up to a full musical composition), and thus can 
acquire the status of "generalising" intonation (according to Vyacheslav Medushevskty). 

If we evaluate the result of "generalising" intonation, we should say that an intonation field 
arises on the basis of a single intonation, which is maintained during a large structure or even a 
complete musical form. The picture gets more complicated when the music theme is not comprised 
of one intonation, but rather of two or more intonations that follow each other and form a poly-into- 
nation field. In the g-moll fugue by Johann Sebastian Bach from Volume I of "The Well-Tempered 
Clavier" a complex of two intonations varies linearly and in imitation: an expressive lyrical-me- 
lodic motif and a motional motif are combined into one phrase or develop separately. The fugue 
for four voices of Samuel Scheidt has three of such intonations: a long lasting calling sound, strong 
sweeping quarto-fifths steps and scale-like run (ex. 1). 

In undervoice polyphony the other voices can be heard simultaneously with the main voice. At 
the same time the only intonation may also vary. Over time, an intonation can be gradually replaced 
by another one. Accordingly, one intonation field 1s changed by a different one. Horizontal vector 
of a musical thought development leads to the formation of a holistic poly-intonation field, as was 
the similar case with the succession of imitated intonations. 

Finally, in contrast or non-imitative polyphony, we are dealing with a simultaneous coexis- 
tence of different intonations. Poly-intonation field is formed with the help of vertical coordinates 
of the musical texture. This is the case with the three-voice Invention h-moll by Johann Sebastian 
Bach: melodious lyrical intonation is consistently combined with a persistent mechanistically-mo- 
tional one (ex. 2). The simultaneous combination of several intonations is a technique used in the 
stages of development (the development of fugue and sonata compositions) and result (in the re- 
prise and code of fugue, sonata and ternary compositions), as well as in exposition of multi-theme 
fugue with the simultaneous display of themes. It is widely used in opera ensembles. Just as in 
imitative and undervoice polyphony the preservation of vertical contrast with the following renewal 
of intonation is possible. 

What has been said about intonation in imitative, undervoice and non-imitative polyphony is 
also applicable for such a complex kind of interaction of voices as polyphony of layers. Vladimir 
Protopopov, who paid attention to this phenomenon, describes it as follows: "The term "polyphony 
of layers" defines such a simultaneous combination, where the place of melodies can be taken by 
polyphonic, multi-voice complexes, each of which has its own characteristics" (Protopopov, 1962: 
66)". The scholar shows polyphony of layers in the operas of Modest Mussorgsky, where different 
actions occur in parallel, different groups of characters coexist in simultaneity. It also arises in the 
instrumental music of our contemporaries in super-polyphony. 

An impressive sample of polyphony of layers can be found in the play "Zoryu byut" of the 
choral cycle "Pushkin's wreath" by Georgy Sviridov (ex. 3). Here impassively still muted choral 
singing, a distant calling "trumpet signal" of soprano and a bass monologue overlap each other. 
Composer masterfully combines three intonation fields, achieving impressive artistic effect. A se- 
rious pensive monologue takes on multiple meanings: it is a lyrical revelation of a wise man, who 
drops "an old Dante's" from his hands in the evening twilight; it is a scenic sketch, a scene from life 
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where a small private space of a character is entered in a large space, filled with sometimes distant, 
and sometimes approaching church singing and a military trumpet fanfare, wafting from afar; it is 
a generalised symbolic reminder of death (memento mori) by the means of sounds — a dark choral 
singing (like a requiem) and trumpet calls, announcing the arrival of the angels. 

The third approach to the sound manifestation of musical intonation is semantic. Here we 
focus our attention on the meaning-making. As is known, two forces are dialectically connected in 
polyphony: a temporary formation of a thought and its spatial organization. If while analysing poly- 
phonic texture we use the concept of intonation as a fragment of melody, we shall exaggerate the 
linearity and start losing the vertical coordinate. Meanwhile, it is the vertical which is so important 
for the meaning-making of the intonation in imitation, in canon, in the creation of the "echo" effect, 
in the rhetorical figure of the "fugue", in the construction of a model of the game. In the comic duo 
of Papagena and Papageno from the finale of "The Magic Flute" by Wolfgang Mozart imitative 
second voices jokingly underline the complete unanimity of the characters in their family idyll. In 
the first of piano variations of the Russian folk song "Sredi doliny rovnyya" by Mikhail Glinka a 
light tune-elegiac intonation defines the life of all the voices of the three-four-voice texture, and 
"pan-melodism" reinforces the lyricism of the music (ex. 4). 

Intonation is arranged in an even more complex manner in cases where it is impossible to give 
preference to the vertical or horizontal. In such cases intonation occurs in individual voices and yet 
another “Jntonation of the higher order” is seen in the combination of multiple lines. This phe- 
nomenon is often present in the music of Johann Sebastian Bach, where the contrasting intonations 
are combined into a new meaning — an inseparable unity of opposites, embodying the dialectically 
contradictory integrity as a model of objective reality. Three intonations are linked together in the 
three-part invention f-mol/: rhythmically sliding down bass with passus duriusculus figure, nervous 
questioning and chromatically sharpened expressive replicas (ex. 5). So, in fact, we are talking 
about the hierarchical formation of intonation field with simple intonations in each of the voices, 
and multi-component intonation produced in the simultaneous connection of two or more voices. 

Considerations of polyphony as an important meaning-making source of intonation brings us 
back to the previously named number of such concepts as "tone-intonation," "harmonic intonation," 
"rhythm intonation," and "intonation of dynamics and articulation." It seems that this list should be 
continued. Based on the importance of internal coordination of voices in polyphony for intonation, 
it is appropriate to add “polyphonic intonation” to the mentioned types, the essence of which lies in 
overcalls, in overlapping and other types of space-time coordination of voices. 

From the point of view of meaning-making in polyphonic musical intonation such a phenome- 
non as a hidden voice leading 1s of considerable interest to researchers. We often hear about hidden 
intonations that appear in such circumstances, especially about such iconic intonations as Bach's 
monogram (first of all in the works of this composer), as some rhetorical figures. This situation 
provokes a musicologist, and he/she considers it a special valour to detect such hidden intonations. 
However, in practice they are not always to occur. 

Sounds, which are distanced in time, and sometimes even in space (due to various keys and 
timbres), behave quite independently. It is possible to see a hidden harmony, a hidden polyphony, a 
hidden two-voice texture or a hidden three-voice texture there. However, their schematic combina- 
tion does not create properties required for a true, live, expressive intonation. They remain a kind 
of a sound frame for a polyphonic texture and by some of their features remind a series — rather 
allowing for an efficient isolation and speculative grouping than living as a unity of sound, with its 
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own genre, stylistic, aesthetic and other features.’ This is exactly the case with the themes of fugues 
c-moll, Cis-dur, e-moll, F-dur, and h-moll of Volume I of "The Well-Tempered Clavier" by Johann 
Sebastian Bach and with the themes of many other of his works, as well as with the works of his 
contemporaries George Philip Telemann, Domenico Scarlatti, Francesco Pollini, etc. It 1s signifi- 
cant: sometimes the melody line is briefly divided into hidden voices, but it does not cause appear- 
ance of laconic units with their own meanings in it, that is hidden or the more explicit intonations. 

Thus, the following has become clear to us: intonation 1s materialised through a sound texture, 
and polyphony is a variant of its materialization. Polyphonic texture causes a kind of sound materi- 
alization of intonation; there could be both a total development of one intonation and counterpoint- 
ing of several intonations. Long variation-imitative or undervoice development of one intonation 
forms an "intonation field," and the same development of several intonations or systemic holding 
of a contrast balance of voices form a "poly-intonation field." High semantic significance of poly- 
phonic coordination of voices gives life to "polyphonic intonation." Finally, it became apparent 
that one should not see an indispensable guarantee of formation of hidden intonations in the hidden 
voice leading. 
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Example 1. Samuel Scheidt. Fugue for four voices. 
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Example 2. Johann Sebastian Bach. The Three-part Invention h-moll. 


305 


dogomaan 3. aomMMa0 L3o0Mo~@mso. "Zopto Ob10T" Logybeom (303cm@ob 349d 3060b agaMagnbo". 


Example 3. Georgy Sviridov. "Zoru byut" from the choral cycle "Pushkin's wreath". 
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Example 4. M. Glinka. Russian folk song Sredi doliny rovnoy. 
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Example 5. Johann Sebastian Bach. Three-part invention f-moll. 


307 


INI6S OFIBSELIGOB0 
(69639010) 


MabINSEN SO JENLMEIJMN LNOILIMNL LoIMDIM I&IGIESISN 
SLIAMbLOBNID) Qo GIEGMOV'IMl) LIMSIDINL HIdBNMEI3dN 


dm3ob (Shopluk/Sopluk) AJaambo (3goHMomyM dom oebgmdo degdosMgmdb; dob bodo 
dagyobs glhobm3Mgds: wobogmgm aqjmasMmgmn (dabo doMamsgo bs6oeno), SMIMbs3e~mgn 
bLaMmdgmo ws AMeEamMmemdmbs3gm {nm dogge@mbos (Hristov, 2004: 70). ob dohobgyemno od M9- 
aambse@, bo@s(3 d3qmo soGMosMfomyMa BymBQMoab 69330 9309 dgdmMAgboea (Cviyic, 
1931: 151-152). dmdob 3ymByMab 49360 90mg9d96GH0 7339 2EgHGHagRayaMgdyemno, dsm dm- 
Mab, doma GHMo@a3aymoa LbLoemuymho dybogomynmMa BymByMo (Rice, 2002; Devic, 2002). od 
gy nbab drmbobmgmds Cown MoME gbmdom oH ao~@obsbemg|dymos L630 Mgaambygddo, mxyd(309, 
dmmm™ boedo boy3qbob dobdamby, dmdob bombo donbi3 Joamamgd@s wobs3gmgmams wo 
AMeEAMMe@sbs3mgmoMm, IFbMdgem0 LaAMdgaab HaMA®MMasdy Ed Mob dasJmbeoo bo3qyoomo 
BgyMBQMab gmgdg768 d0. sdMagsw@, Ahb~wg7do bLoenb&Mg{bM dg3amb30 dmsab jxym&yMob 
QRAM RoMam bo3{h(39b9 BoB{M3Zg~Mgdsbasb wWojo3daM9d0M — oayemabbdgds ddmdc~maym 
Jggyoboda @o, 06939, 09 &yMaGmM0g9d0g, bows3 abobo aswobobemeoby6 (Hristov, 2004: 71). 

ImbbybgZd0b dmogeMo dobsbos LaMdaqm GHMsea3ayjm Aygbozom 7M eBmMMdgQddG0 dom- 
80b bLogenmoa dgbagomaMa ja~mmy3o3gd0b Bmangman mogobgdyMgd0b aodm3aem bs L630 
Igbo ZocmyMH 300MM 3939d096 Laddamddo; 96939, 3memagmbayMo ~wo/sb qoobmbsyMo &Mow@o- 
C090 IEMA_MaM aobsnMMdgdyeo od Q_ZOMIAgbAL smbadgbs, M93 aobbb3039dyem0 Aybo- 
B0emgMo/ qmByMymo gomgdgo SG gd0b aowoj3gqgmabob GomImanddbgdo. boamaymo Igemen- 
Ho dIme@gma aosbba~mjmons, MMAQAMMH(3 OMIMbo3~mgm LaMdgado L3gmemnanb ByMaGMMn0bg 
BBMA3ZgM {OYE HMoeagayjemo AqbogomyAMo jgo~mmyZo3ob dobsboomgdgemo (Amdgc~a3 Omdob 
Ibo gomynMa BqmMBQMab YRMmm HRoMam ymbSJLGob obomo@ee Bsmdme@a 60) ©d, 
96939, MHMamMM3 dm3gemn daaMsb&yjdom wobobemgdyema Lbgo bamdymo Mygaombygd0b IAybo- 
BEN MO  30M~MM3Z539d0b Bsboe~@n. 3d abam, dJgbodmydgemns, aobgbodm3Mma dgmmeanmo 
Ime@gmgdab doboboomgdemyd6n dom bagh(34@m aobobamgdsdo. dm3gd4emn 330930 Lomoggb 
0Mgdb dmsab boembam wobsbemgdyemn smdmbo3m qm baMmdgnob L3mmoanb Mygaombab dybo- 
B2ONMO HMSC0(300E6 Ed Joma AyNbaZs~MmNAMa 3o~MM393g9d0b J30Q0M Dobsboom|demydn~@ob 
(doa. 122). 399yMe@Ebmdom dmsob bom@mbob doams3o0b dohggbgdmgob wobo3mgmams wo 
AMeEAMMeE@dSbs3mM\MmoM, sMImMbo3gmgm LaMdgnoab HaMaGmMHod9, Lowoy3 dImdsob dmbobmym- 
do djw@SMAd0M adZNsMs@ 236 9d0, 06939, (3g6HMomyM LaMdgado, bo~ws3 aboba Ambobeng- 
mdab di30%9 bobowb b9Gdms@ag696. 

SPIMbsg~mym LaMmdagado, 7;MbMMHIBogb (Crmoregje) MyaQ0mbdo oMob Jmd&yMo bsGHdmIs3- 
mmoob boembam (Devic, 1990: 29-30) msbobemgdqemn gina boggmo, OMdMyng30h0, bows3 
023039 Ig~mmenyMo AME gm|d0 (Joa. 3; SYeOMISAa 1) abo fhebgMamo ws de36mdoemn (0439, 
doa. 31). dgmMy dbMHng 30, B95 HMMM bLaMdgqado, EnGN IMMogob (Wxnbsab Baws Jgbs30- 
co) 954d9dm sMob seaomy|dn, Lows 09939 Imagmob sgyodboM7d9 ImbgMbeos (Jovanovic, 
2013; doa. 5-8; ox@amdea 3-5). 

LogoMms smabodbmb, md dmdsab bombo (396GMoemyMoa baMdgmab Mygaambdo oMoo 
Mobdadeg3Mymose@ aobbobemgdyemn. of, ababo Jobmdmngo@ 0M Aodmbobmgdqjemob, oModg0, 
MxRobg7d0M 96 daw@SMgd0M J(30M] YaxyQgQd0m/MyYobgd0m. bogymMmMng Imsqho Myaombgda0b 
Mobs3emgmb97 (5330M39d0M, JDgagnd~@os dg3b0dbmMM, Mmd ababa Mobg@sMsbmdom Lxy~@m 


308 gemgbo age6m3oho 


d(30M9 wos d(30M] YayRgQd9e@ oMnsbh BoMdmeagbamn. 03039 Cso~@anbgb gnbmemobagabso- 
30d0(3: OEIMbo3ZeEmg~@m0 Es LodbMygmomdmbogmgemna daamMsb& dob bodgGy39e~mm Joboboomg)- 


demgdab aogmgbs Mobw@omobmdam bLybSwogds (3g68MoemyMo LaMdgaab wobs3gm gmnbs wo 
AMeAMME@sbs3mgmab396, 06939, Caw@a ImMogoob dgImasMgbdo. gb gnbmdaygbagmemansd- 
0(3 39dM3C@mnbe@s (Jovanovic, 2013: 41-43). 

SJo@ bse, Logbgdom bomgmos, Hmd s~dmbo3gmgm baMdgamdo dmsab 3ymBymMob 9~9- 
d96GJd0 4RMM DgGBo~@os BoOMImMe@agbomo, Myd(30 0d Logambab bLab&yI4yMO 33939 ~mgd- 
7 OM asbbMM3ngmydymo, aobbo3zyqmMJd0mM, HMoswa3aymoa bLogmymho dybogob dbmog. 
deonbsM) ImMogeb wsdob Jomo)gdds, AmamM3 (3968MoemyMIs bodds AMeEammymn~@sb 
Lodbmam domgobgmab dadsommymgdom, od BoMdmdo3~mmdnb 4yoRM|m dgGo do(3b6m3aMmgdgemo 
doo@m (Hristov 2004: 75), 30@M9 93939 bobdab wobogmgamab Mygaqmbygddo. 493M ~wobobeng- 
dodo, dom, MmMamm3 sboe~mdmbsbenggddo, WooMbyb bo3ymomMo bo3bm3gmMoabgd0 wos bLogdome 
Caw@bsbb dom dabondomyMha yMangMamds 84fmbw@om aoMdgdImIymag L630 xaAyWaRgQdm0b. obo- 
Ba of bomgbo3ge@gdme@by6 bb39db (Jsgomoamse, oM 36~eg9d0mM dgMQy~E Jo@606990b), ab- 
96530696 LogymsM 9MmagbyE~m IA_Hy3gqemgdob. (3g6GMomyMH baMdgado, od bLoymyddn, bo- 
(3 ZobLb6Z039d4m0 boMIMdo3~mmeoob xXa7y960 Lbobemmdgb, Lmamgydab ab bsbae@mn, bows 3 
Imdab bombo (36M3MMd@o, ,OymasMyamob mm|oeo” obbybagdme@s. dImdob Mygaomboab bombo, 
96939, »dyemaoMgm|doe@"-9(3 AME Jdmeobg7b, adab daybgw@o30m bLaMdgamab my dqmaom- 
mab Mmdgemo bsbam@ag@sb oy3696 obabo. gb bobgmo of y~q(36mgeoab" Lobmbodos. 

MHMamH(3 339 om|go, Ie3gd4qem drmbbybgd0do dmsob Ig~mmenymo Imegmo asbbomy- 
Mas ad 39Masb& dob dg~@osMygd0mM oboe~mndbj7 WoyMObmdom, Mmd@m|d0(3 Amdagdyeos Lyam- 
dgnab mab Gyaambda: b3ymcmogoalb, ;mbMMIagL, bz Mdeboobs Os s~IMbs3eMg~ Iydoc@ooh 
920Mba, denbsM) ImMo3zo0b aoMdgdm. bsdo39 Mgaambdo gb Imegmon boJmMba~m 3mm 3- 
mmm gobMb daggym3bgd0. hobygmMamas dobo aobbb63039d64e0 300968960, doamed mo- 
omg yom domasbdo dgbodmgdgmne 0d dmMgQmmmgaymo omdnbsb6§gd0b sdm36mds, md- 
M930(3 23MH Do3nggbgab dogM DJgdmmMog0bqd4yem0 Agnmeom wanbwe ds (Maciewsky, 2002). 

dohbgyemas, MMd dso~mazebgmda sMJoxymo sImmogmbayMo (daMomse@se, mMbdos6bo) 
dogmse dgndmgds asbgnboemma mH daMamsee@ Sade 96 onsemg|dHyM JMngymowo, Mmdgem- 
073 AJQZoMbab agmaMogaym@m Wsymg@sb gdmb3939: ~aboMabs wo dmdab (Devic, 2002). bymd9- 
Hab GMM, domyobgado (3g6GMoemyMoa Imba300M, gobomoagdyemos KALGo~@ od mM 
MQQ0Mob dmmMab, sgogdaMgdb dom Ed JMHOMMYAMs@ 2393MnbgZd0, HMamM3 Lobo3ZMoe, 
96939, 20d030-|9MEOSd530E—M BMbsEos(3. goobmenbazgab&yMHo wo gmomdnbogmmmaanmMo 
dagbgdgdo0b mobsbdow, wa~@n sMgemgydnb odagoMa bobsdm3mm Bmbgdobmg30b ~wodobobo- 
oMgJdgmas dIngmoa Maan bogomyAMa Mgabydgdobo, Mmdemgdasy aobsaMmdgdy~@mboa oMosb 
sqyMBQMNm Bmbgdo0b dmMb9339Mgd0%}Q [...] domo aobemoagdom (Plotnikova, 2004: 334). 

emMsambes3 w~g9g30ha smbgMGb dmdsoab mMbdasba LodegMgdob dmo30M dobsbosmgdemgdb: 
rIMBa0b AMogom@bdosbmdsdo godoGmbgdyemos Wnsgymbos-dyMembo [...], sb) mobbers- 
ds 9RNdbgd9 daMams@ Hmbb, Madge dsnmembab bobom, MmIdgema(3 JDgade~mgdo oymb 
89eE9MIAMH QMmMdsdo* (Devic, 2002: 36). sd30Mes, GMI g9Ma-gMhMD 439mob7 AMo30M0 Job- 
sboomgdgma mMbdnsbo dsyMembymn Ro HyMoo. do~mosb dbodzb6gemmg3ob09 am geb, md 
L389(303034M0 Dge~mmea Ma ImeEgmgdob dadmb3q30do oMbydmdb aodmbogemabo: od Ime- 
geodo L3Me@mnaob Mgaombab bodmmMbamm bodegmgdo qbabmbyMoe, bmemm, 3mMbmMyfagbo 
Mod (396HMosmyMHoa LoaMdgnob ‘OmangMa 3goMasbGdo mMbdosbo dqymeombam, Jmsab Jsbymam 
LH ym ds. sde@gbs@, domdo od M3oe~mbsdMabams3 sabsbgd9 dmsab AnbozomyM 34~84- 
Mobos 303doMo. 

J9m0 AgmmeaQMma Imegmoab g3:0Mnsb&Jd0b aogMe3gmgdob dobbogmabeb, ob939, 
dga30dene Bsdmagmom (396 8MoemyM LaMdyeE~ Maaambygddo aobbb3o3g9d4yem0 AynbogoemyMo 
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(sb939 Sem GyMyeno) mnsm || &gdo0b gmadsebgmmsb jo3domab bozgombo. 0d sdMob somBmoalb 
byMBam0 0d gmbmemnbagabGqMo dgnmeab godm3e@amgdso0, AMA~MabL o3GmMHa3 bogaGo o~. 
HOMbAm0s. gh dgameo gBgdgoo HgMSmMogar 3geggob eo LEMAIGgg~- GosImmm- 
aaqMm sbocmodb, gb qzobobg6gem0 jo, dgde@gan odbomda@sb asdmde@nbsmamdb: HMs@a30- 
Yoo BqmByMab onsmg®yMo MogabgdyMqd9d0 aodmboSyeomos y3gqmo dob gemgdg6Gdo, 
Amam™m3 beymogmo (9b939, dog MoseMo) sqmMGyQMab Logo@obb30 ba jmmdo. 068 96- 
oabi3ad~mobymo dowamdob bodsomygdom, dgagadmns, MZ 39390936MM, BmbjgMmIGyE 
HIMOG®MMasog dobo gemgdg68 dob mMo3gq9 — bagMi3amMa Ed EMMaMN |gsbb’mdo~m|dg9d0b 
oMbgdmdeb (Goshovskii, 1971: 19, 29; Plotnikova, 2004: 18, et al.). dbod3b9emge0bns, md 
Jnomdnbogmemmaayma wes maba3zabyMo 33093900, AggyemgdoMn3, gMadobymmsb mobb- 
39@Msdos; MabaZzab&yMHo Cnsmg| dG dob bobm3gM dn, YIAagboe@, AqbogomyMoa ~Eos~myd Gab 
bobm3mgob 9dmb3930. 

bodembomm bodmgmgdab Igemmeayqma dmegmoa, Mmdgma3 Logyd3moe@ woge@m od 
Imbby694d0b, aodmacmabes AnbozomyAMa sbo~mobobs Es dabo ImMMamMemmgoyMo ~wmdo- 
6568 930b Lbodyomygdom, Mmd~mg|d0(3 MaMM|YEMa Agmmeaynmho Imegmab LaMyIAaqMyeEmo 
Jem dg6Ggd0b agMeMdoayema nMonghomdagdab asbbobm3mabomgab 80%39mse@0 960d365- 
mmdab 385%5098H965@ oMosb doRby4ye60 (Maciewsky, 2002: 13). L389(30Q0349H0 Lodmm- 
Bomm dgmmeoymo dImegmob Msdegbadg asbbb3039dq4m ammMds/Z9MasbGo odbs hobgMo- 
mo. bsdo ybeos aogbgob odob, Gmd 5d AmeEgmoab AA®GyAM-MGIQmo QmMdyQems dby~mose@ 
M7 CdNY3Z569d0 JMO MboZomyAM ImeEgmosdeg. dabo dImMaAMmmmanyMa cmdnbsb& dno: 1) 
mgadbabBymde: sMobodg®Mymn omdsh(33moo6o L&Mmg0 446; 2) Agemm-3mgAGQHo RMMHdo 
Sa9d9CM0 aBsbIQmMM\d9@ LobodIM|Hm b&Hmgybg, dows wWosymmab aoH9d9; 3) dndrmMen o6 
HHo4<mMHen, MmamGH(’3 Bmbgdab Mago (Irhbgym05, MMd Gy HMoJrmMeosba Isaocmongdo 
nobemgbo Bsmdmdmadnabss), mmo IgmmeayMHo 3yedabs300M 8o8g9M8mbo30b9: ga bobod- 
MIMAM LAMmg@nb wobsbyobmsb, bmem damm] ja EobobMy~mmobss sbeamb. MMHaggbagab 
wodsbsboomgdgmas amobobemb dasgba wo bobgmdoMgdyen ImdMomds &mboj30~@0b 803gh- 
8b6035dE9 Ed 396; 4) L&Gmedo 3mb3Mg Hy JoMHQ30emb] MoGIqemo Isbg0emo, y38qemob9 
bdoMse@, d9mMMJ ws 99M39q es/s6 99(36H%] (odgn«M5e@ d9509) doM(330909; 5) b39(30Q034)H0 
bodgdbmymgdemm bL&oma: ImGo30 sageyemos ghana, mMo 96 boda ®mbab boy gbyMmgdM03 
mobdade@93Mmd0bq, tenuto sM&o3ym(300M, HoJbGob d339mMo aodma dom, aobbogyomm- 
dye dobgomydob ao%9d9; sdobmosbs39, LEMme@ab 39d QGob asaMdgemydab aoM9d9q (d5- 
4A doM33cmob d99e@98); d0M(3309d0 Dagenbygdn06 boddo b38g3ngQagyQMo 3mbLAM~y4(304e0 
Md JgbLHgIGo34M0 MmMangab Mobsbdse@. 9d 39M00bG jddo asdmgmybamo L630 9g9d968) d00: 
8089MHGMbo30b cwng~bosbb dg3039dyem0 dagMo; mMH-bdosba daqmeombymn degms; bobmby- 
Ma IgM; aobdgmMydoen sox4bqd0, 3oHo9mgsGyMo (asMobe gdjemo) LOMmeRo0 Cs 3o~@obbo 
8089 8Mb0 309. 

Sdob aoMeo, oMbydmdb bagM3ama/aqmamMogoyema swby3qGmdo 04039 GgdbSyoomymo 
dabssMbab mgombodmabam omdmbo3gmgm dydo~osb, 3mMbmMMAAagb, Logmdsbosbs wo dm- 
80b Maa0mbb (smdmbo3emgm b4@d9a0) dmmob. od drmegmob 30M0968 dob agmamogaxymo 
ao3M3g9emgdobob, dgbajzomyAMo LOMA HyMob 90m9d968 gd0b mobdodw@g3Mmdoda danbodbyd0 
d99-E9a0 Bo6mMbbBmdngM9d0: ‘KMangMan Jomasba sMfoyemo LoMn®yomm QmmMHdoab, yos3me, 
d-9Q9030 (Qage~raceo) gergdgbGoo. 

S39 AME gmoaL 39Mns6Gjd0 Joyynnmgd96, Mmd ARobyMab seEgamby, boJrmMboe~mm Mn8- 
yoomdo domo dgbMyemgds (3mM(36emo 8MoJ Gago aobe™eosn 1970-096 96 1980-096 bemgd0d~@9. 
boob &gMgbms, Hr30 ao4gb sde@gbo gMadoebgmoab dbasgba 39Mns6b8o0, 8039 Moado, 04039 
b9o3M938mMba(30M BMaAbLy3O8gd0Ms Ws Dobga~Mg|dob asbemogagdom, 96939, BmMdob oagdnb odo39 
Lodo gdgdom. dgbsdemme, y3gmmob9 bonb&gMgb mMbdosbo SqMeEmby~mo 06 yoabmbsyMo 
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Lobodmgmm debyMe aymb. dgademgds 0d 9099968 9ddo0 dmdab AybozomyMa asdmbs®gabo ws 
N@VJHGmdab 330emo adgdbgd9, sbobymo MmamM3 MMbdosb, 9b939, qoobmbyM Joasmamy|d- 
oF 

Ime@gmob go0MnsbS gd0b bogMh344~m0 aobobamgdab boo d39~%9, dgagodm@oo bosd- 
m3dMom dade@gan bogamboa: BmangMa LAM yAd®yMmyem gemgd,bHL y8oMoGB bdo gbagqdo 
aIMaMsgRoaym asbemsagdsbosb, sdobmsbs39, L630, dg’obmdgqm~m 300M 353(9d)-6 dadeMoargdo- 
do, Mobmseb gFMmse@073, gb ImeEgmo, MmammA(3 Irdab AybozomyAMa BqMByMo, (3-(36emoe@ 
DqZboMAybOS ymoRodo. BmangMan 907909680 Jg~@oMAd0M deEaMoe@ns L3Mam@ngob os 3Mmbm- 
H9Bagh (mH0g39 smdmbsgemgm byMdganoa) Gga0mbgddo, CEs BmangMonn, 43MM MsgobyjRoe@o 
— (3968Mom AM LaMdgado. gb qyZobob36gemo aodoz3om &yMoG®mMMose@ (Drobnjakovic, 1932: 
203; Miloradovié, 2003: 27-29) smab dohbgy7mo 4RMHM Cow ByMBQMym oMgomgdb dm- 
Mab. sde@gbow, of, 0d Ame gmab 9mgdg68 960 BgmddabaMydyemas 09939 HyMo8mMoob bbgo 
Lodermbomm dmegmgdme6 aby, Md dgbodemgdgemas BmangMan doMamse@n dobsboomgdomab 
0d™(36mdo. 


amsMadbs dono y~9-9b9d9d 


Sy~nmMdsascmamg|dn 


1. Sto su lepi dva cveta planinski.boJmMbomm bodmgms. (33MbmMMyAagh Mgaombo, bog. emdM4y930- 
30. 8MQ. EH. EMSaMbers3 CEg3OfAL bogdb3g~@0(30M hobsbyMgd0b dabgw@3Z0M, asdagyMy~mo 9. 
AMBZ0_Mgofabs @s se~mgpdbob~eMs B8o30Ag30hob dogM, 3mgzocMHo sbboddemoa “dodo” (6sd@mddo: 
Vazda znjejes, Jano — bymdymo ®Mos@a30ymo0 badmgMg60, wWsdmMyjZ0@gdgmmo0 |Bod—™(39d0, dgen- 
amsco 2001, Ne 2). 


2. Sta se sjaji (j)u goru zelenu. boJrmmboemm bodmgmes, bmgmdoboob Mgaambo, bLmogygmo dyynbs30, 
bog b3ge@a0(30m AobobyMgd0b dabge@30m, aodagMmyamo Lobos Mobymgohabs wos 9. am3g06m3ohob 
dagm, 3mzgomyma sbboddq@moa “dmds” (asdmac3o sqeoom gobg80b9 Prioni, mobo — byMd4cm0 
(8 Mse@0(3040M0 Lod~mgMId0, dgmaMseoa: docmng7g0, 1994, aggMe@o d, Ne 3) 

3. Dal’to grmi, dal’ se zemlja trese. boJombamm bodegmes. Cow@a ImMogoob 39em0, bmg. Mon3a0bo- 
30. AQLaZgMEManab obbGo®ySob bdmg060 oMdogo (IM) SASA, 30M 47, a3qMcn o, Ne 11. 


4. Stari svate, Sto si odocnio. boJmMbowmm bodegms. 03039 hobgMoab se@agomn, 03039 byoMm, gobg Go 
KG 1, agg®e@o 4, Ne 21. 


5. Zeni se Avram delija. boJmmbomm badmgmes. mgdsgbai30b Mgaombo, bmegemoa Mgbb6o30, beoega(30 
dassa~@maoahab 39Mdm jmengd(300, oem goby Se Il, aggMa@o 3, Ne 4. 
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JELENA IOVANOVIE 
(SERBIA) 


COMMON ELEMENTS IN THE TWO-PART AND UNISON SINGING IN THE 
EAST AND CENTRAL REGIONS OF SERBIA 


The region of the Shop/Sop region (Shopluk/Sopluk) is located in the central Balkans; it en- 
compasses parts of the three countries: Western Bulgaria (by its major part), East Serbia and North- 
east Macedonia (Hristov, 2004: 70). It has been considered as a region where the traces of the old 
patriarchal culture have been preserved (Cvyic, 1931: 151-152). Many of the elements of their 
culture have been already identified, including these of their traditional rural musical culture (Rice, 
1998; Devié 2002). Inhabitants of this area have not moved to other regions a lot. Still, during the 
last several centuries, Shop people migrated to the West and Northwest, to different parts of neigh- 
boring Serbia, carrying with them also the elements of their culture. Thus, there is an intriguing 
question about the larger dissemination of the elements of Shop culture, having in mind large spatial 
distribution of their settlements — in their native county, and also in the areas where they migrated 
(Hristov, 2004: 71). The main goal of this paper is to reveal some of the characteristics of the Shop 
rural musical idiom in traditional musical forms in Serbia, in symbioses with another musical idi- 
om, and point to the phenomenon of crossing different musical/cultural elements partly defined by 
polyphonic and/or unison traditional singing. 

In this paper we shall observe a rural melodic model as a feature of a traditional musical idiom 
in Svrljig area in East Serbia (considered as belonging to wider context of Shop musical culture), 
and also as a part of musical idioms in other Serbian regions with Shop immigrants. In this way it is 
possible to spot the characteristics of this melodic model in its spatial distribution. Our investigation 
starts from the musical tradition in East Serbian region Svrljig settled by Shop people and with clear 
characteristics of their musical idiom (ex. 1, 2). Following the data of Shop migrations to the West 
and Northwest, to regions in another East Serbia region, where the Shop inhabitants are relatively 
rare, and also in central Serbia, where they represent small percentage of the population. 

In East Serbia, in Crnorecje region, there is but one village, Dobrujevac, inhabited with people 
of Shop origin (Devic, 1990: 29-30; ex. 3; audio ex. 1), where the same melodic model has been 
noted and recognized (ibid., 1990: ex. 31). It has also been found in the region of Sokobanyja, East 
Serbia (Petrovic and Matovic, 1989; ex. 4; audio ex. 2). On the other hand, in central Serbia, around 
the Big Morava River, there are more places where this model has been recorded (Jovanovic, 2013; 
ex. 5—8; audio ex. 3—5). 

It is interesting to note, that in the region of central Serbia Shop people are not consistent in 
their position. They have not immigrated here in large groups, but as individual families or groups 
of relatives/families. Observing in direction from original Shop regions to the West, we can notice 
they are present in gradually smaller and smaller number. The same has been noticed in the sphere 
of ethnolinguistics: the influence of the speech features of the immigrants from the East and South- 
east are getting weaker to the West ant Northwest of central Serbia and of Big Morava River. It has 
been also found in the field of ethnomusicology (Jovanovic, 2013: 41-43) 

Thus, it is understandable that in the East Serbia the elements of Shop culture are more pres- 
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ent, but by today there no systematic investigation on this subject has been done, especially con- 
cerning traditional rural music. Towns in the Morava River valley, as the central line in direction 
North — South in the Balkans, have absorbed more inhabitants of this origin (Hristov 2004: 75) than 
the regions Western from this line. In many settlements, as the newcomers, they have formed their 
own quarters and for a long time had few connections with the other groups of people in the same 
place; they have not made any family connections (no mixed marriages, for ex.), and they kept their 
native speech. In central Serbia, in villages where several groups of people of different origins were 
settled, the parts of the villages where Shop people inhabited used to be called “Bulgarian county”. 
The people from Shop regions were also called “Bulgarians”, no matter from which part of (South) 
East Serbia or Bulgaria they came. This name is a synonym to ‘a foreigner’. 

As it has already been said, the variants of a Shop melodic model will be observed here through 
the comparative analyses of its variants found in the four regions in Serbia: Svrljig, Crnorecje, 
Sokobanja, and Eastern Sumadija region, around the Morava River. In all three regions this model 
is known as belonging to wedding folklore genre. It has been noted in different varieties, but in all 
of them there are recognizable its morphological dominants, defined through the method presented 
by Ihor Maciewsky (Maciewsky, 2002). 

It has been considered that in the Balkans the archaic polyphonic (generally, two-part) singing 
can be observed within two major types, or dialectal units, existing according to the geographical 
division of the region: dinaric and Shop (Devic. 2002). The territory of Serbia, with its central po- 
sition in the Balkans, has been situated right between these regions and connecting them, being at 
the same time both the kind of border, and the territory of passage between them. According to the 
findings of both ethnolinguists and ethnomusicologists, such border zones of the wider areas are 
characterized by a series of unique features, conditioned by their position on the section of cultural 
[...] areas (Plotnikova, 2004: 334). 

As the main characteristics of Shop two-part singing, Dragoslav Devic named the following: 
“Diaphony-bourdon is predominant in Sop polyphony [...], i.e. accompaniment is based on tonic, 
in a form of a rhythmic bourdon, which may be in pedal form” (Devic, 2002: 36). It is obvious that 
one of the most striving characteristics is two-part drone texture. It is very important to say that 
in the case of this specific melodic model there is exception in this respect: wedding songs from 
Svrljig region in this model are sung in unison. However, the variant from Crnorecje and some of 
variants from Central Serbia are in drone two-part, of Shop manner, so they show the connection 
with Shop musical culture also in this respect. 

Through the subject of distribution of a single melodic model in its varieties, we can also put 
the question of contact of different musical (and also cultural) dialects in the central Serbian region. 
The starting point is the experience of a method in ethnolinguistics whose founder was Nikita L. 
Tolstoy. It is based on areal investigation and on structural-typological analysis, based on axiom 
about the dialectal character of a traditional culture expressed in all its elements, parallel in different 
spheres of spiritual (and material) culture. Through an interdisciplinary research approach, both the 
spatial and temporal dimension of existence of its elements on a certain territory may be observed 
(see Goshovskii, 1971: 19, 29; Plotnikova, 2004: 18, et a/.). It is significant that the results of eth- 
nomusicological and linguistic researches are usually in concordance; the borders of the linguistic 
dialects are mostly at the same time borders of the musical dialects. 

The melodic model of the wedding songs taken as the basis for this paper has been established 
through musical analyses and through its morphological dominants, identified as parameters of 
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primary significance to determine hierarchical relations of the structural elements of every melodic 
model (according to Maciewsky 2002: 13). This particular wedding melodic model has been noted 
in several different forms/varieties. It is important to stress that the metro-rhythmic formula of this 
model can hardly be reduced to one unique pattern. Its morphologic dominants are: 1) versification: 
non-symmetrical ten-syllable verse, 4+6; 2) melopoetic form built on the basis of repeating of the 
sung verse, with no inner division; 3) bichord or trichord as tone row (examples with tetrachord are 
considered to be of newer origin), with two melodic climaxes on the hypertonic: one is near to the 
beginning and the other near to the end of the sung verse, both gained by glissando-like, syncope 
movement from tonics to hypertonic and back; 4) rhythmical rests on certain syllables in the verse, 
the most often on the second and on the eigth and/or ninth (sometimes also on the tenth) syllable; 
5) specific performing style: the character is built on a series of tones on one, two or three tones in 
row in fenuto articulation, with clear pronounciation of the text, without special accents, and also 
without prolongations on the censure of the verse (after the 4 syllable); syllables are floating in line 
according to the specific constructive and aesthetic logic. The other elements that have been regis- 
tered in these variants are: maintaining the long lasting tone of hypertonic; two-part drone singing; 
unison singing; refrain pause, cataleptic verse and cadence on the hypertonics. 

Besides, there is a spatial/geographical continuity of the same textual contents between the 
Eastern Sumadija, Crnoreéje, Sokobanja, and Shop regions in East Serbia. In geographical distribu- 
tion of variants of this model there is regularity in consistency of the elements of the musical struc- 
ture, some of them certainly being constant (non-changeable) elements of the archaic ritual forms. 

The variants of this model in the places where they were recorded testimony of its use in 
living practice at weddings, probably by the 1970s or 1980s. It is intriguing and interesting to have 
so many varieties which are familiar to one another, primarily in the same compositional principle 
and distribution of accents, but also way of building the form and, maybe the most intriguing ques- 
tion of singing in two-part bourdon manner, or in unison. Maybe in these elements could be found 
the traces of Shop musical expression and identity, shown both in the two-part and in the unison 
examples. 

On the basis of the spatial distribution of the variants of this model, we could put the question 
of prominence of certain structural elements in relation to their geographic position, but also in 
relation to the other, neighboring musical idiom(s) with which this model, as a part of Shop musi- 
cal culture, has survived in living practice. Some elements are more consistent in the Svrljig and 
Crnorecje (both in East Serbia) regions, and some are more fluent on the area of central Serbia. The 
latter is considered to be the territory of passage (Drobnjakovic, 1932: 203; see also Miloradovic, 
2003: 27-29) between larger cultural areas, so here the elements of this model are combined with 
elements of the other wedding models used on this territory, keeping some of its main characteris- 
tics as recognizable. 
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Audio examples 


1. Sto su lepi dva cveta planinski, a wedding song. Crnoreéje region, village Dobrujevac. According to 
the field recording made by Prof. Dr Dragoslav Devic, interpreted by Jelena Jovanovié and Aleksandra 
Pavicevic, vocal ensemble Moba (published on: Vazda Znjejes, Jano - Serbian traditional songs, 
independent edition, Belgrade 2001, Nr. 2). 


2. Sta se sjaji (j)u goru zelenu - a wedding song. Sokobanja region, village MuZinac. According to the 
field recording, interpreted by Sanja Rankovié and Jelena Jovanovic, vocal ensemble Moba (published 
on the audio cassette Prioni, mobo - Serbian traditional songs, Belgrade: Biljeg, 1994, Side B, Nr. 3). 


3. Dal’ to grmi, da I’ se zemlja trese, a wedding song. Big Morava Valley, village Rajkinac. Sound 
Archive of Institute of Musicology (IM) SASA, Tape 47, side A, Nr. 11. 


4. Stari svate, Sto si odocnio, a wedding song, same place of recording, same source, cassette KG 1, side 
B, Nr. 21. 


5.Zeni se Avram delija, a wedding song. Lepenica region, village Resnik, private collection of Slavica 
Mihailovic, audio cassette II, side B, Nr. 4. 


References 
Cviic, Jovan. (1931). Balkan Peninsula and South Slavic Lands. Belgrade. (in Serbian). 


Devic, Dragoslav. (1990). Folk Music of Crnorecje Region in the Light of Ethnogenetic Processes. 
Belgrade. 


Devic, Dragoslav. (1992). Folk Music. In: Cultural History of Svrlijig, Book IT, Language, Culture and 
Civilisation. Nis — Svrljig: Prosveta — Narodni univerzitet, 427-581. (in Serbian). 


Devié, Dragoslav. (2002). “Dinaric and Sop singing in Serbia and migrations”, New Sound 19: 33-57. 


Drobjakovié, Borivoje. (1932). ,,Sur la composition ethnique de la population de la Sumadija“, Extrait 
des Comptes rendus du IIl-e Congrés des geographes et ethnographes slaves en Yougoslavie 1930, 
Belgrade: Imprimerie “Davidovic™, 199-203. 


Goshovsky, Vladimir. (1971). On the Wellsprings of Folk Music of the Slavs (Essays in Musical Slavic 
Studies), Moscow: Soviet Composer. (in Russian). 


Hristov, Petko. (2004). “Frontiers of ‘Shopluk’ and ‘Shops’ without Frontiers”. In: Hidden Minorities in 
the Balkans, Belgrade: Institute for the Balkan Studies of the Serbian Academy of Sciences and Arts, 
Special editions 82, 67-82. (in Serbian) 


Common Elements in the Two-Part and Unison Singing in the 
Eastern and Central Regions of Serbia 315 


Jovanovic, Jelena. (2013). “Wedding songs’ melodic models of Eastern Sumadija and Pomoravlje regions: 
a contribution to Serbian vocal dialects and identity studies”, Musicology 13: 29-59. (in Serbian) 


Maciewsky, Igor. (2002). “On differentiation of morphological dominants in traditional music”, in The 
Art of Oral Tradition. Historical Morphology. Collection of papers, dedicated to the 60" jubilee of 
Izaly Zemtsovsky. Sankt-Petersburg, 12-27 (in Russian) 


Miloradovic¢, Sofija. (2003). The Use of Case Forms in the Speech of Paracinsko Pomoravije. Balkanistic 
and Ethnomigrational Aspect. Belgrade: Ethnographical Institute of the Serbian Academy of Sciences 
and Arts, Special Edition, Vol 50. (in Serbian). 


Petrovic, Radmila and Matovic, Ana (1989). “Folk Music of Banja“, In: Proceedings of the 36th Congress 
of the folklorists of Yugoslavia (Sokobanja 1989), Belgrade: Unity of Associations of folklorists of 
Yugoslavia. Pp. 56—62 (in Serbian). 


Plotnikova, Anna. (2004). Ethnolinguistic Geography of the South Slavs, in: Traditional Spiritual Culture 
of the Slavs, Moscow: Russian Academy of Sciences, Institute of Slavistics. (in Russian). 


Rice, Timothy. (2002). “The Geographical Distribution of Part—Singing Styles in Bulgaria”. In: The First 
International Symposium on Traditional Polyphony. Proceedings. Editors: Tsurtsumia, Rusudan and 
Jordania, Joseph. Pp. 251-265. Tbilisi: International Research Center for Traditional Polyphony of 
Tbilisi State Conservatoire. 


©CS60M000. gemgbe o306mgoho. 
316 APPENDIX. Jelena Iovanovic. 


doascmano 1. (E) Oj jubava, jubava devojko- boJambomm bodmgmes. bgmemongob Mygaombo, 
Loggmoa mgmyacmna3o (smdmboge@mgm b4@d9o0), Robgmamoa @s asdogQMmymo ew. weg30hab 
dagm (1992) 

Example 1. (E) Oj jubava, jubava devojko — wedding song. Svrljig region, village Okruglica (East 
Serbia), recorded and transcribed by D. Devicé (1992). 


I- lh gr-m, i se zem-lja tre -— se (e) I! 


dsascmann 2. (Hej) Puce puska, dvori zaz’mnese - boJmMboem bodmgms. b3mo0mna0b 9- 
gamba, bog. cmamonbs30, RabgMoamo Cs asdoQMymo cw. eg30h0b dogm (1992). 

Example 2. (Hej) Puce puska, dvori zaz’mnese — wedding song. Svrljig region, village Lalinac, 
recorded and transcribed by D. Devicé (1992). 


¢=cca68 parladno pee 


Wee Go ee 


He}! Pu - ée ee fy pu- Ska, dvo- ni - - ne - $e, 
u 


pu - ge hej, pu- Ska, dvo- ri za- zam - (m) - 


igacm 


Boasennann 3. (J) Sto su lepi dva cveta planinski -bsJrMHboeom LoIag%s, (33H6mMMHqBogb Hyaombo, 
Loa gma @mdMy093930 (smdmboge@mgqm L490), BobyGomo ©. eg3ohab dagm (1990), aod- 
QMO 9. AMBd5bMB0fhob dog (2000). 


Example 3. (J) Sto su lepi dva cveta planinski — wedding song. Crnoreéje region, village Dobruje- 
vac (East Serbia), recorded by D. Devié (1990), transcribed by J. Jovanovié (2000). 


= 82-87 


group 
(2 singers) 


I! Sto su. le - pi dva cve-ta pla - nin - ski(j), 


group 
(2 singers) 


———— A | I | AL |} Vf 
}—____—_5 —_—4 eat 22 ot 2% oe * , ese» ~ 
, ¥, 


su. le - pi dva cve-ta pla- nin - _— ski(j), 


oe Sa 


his 
— 
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doascmann 4. (Aj) Vila Vena tri venca zelena — boJombomm bod@gms. bagmdsboob Mygaombo, 
Loggmo Mgbb6030 (omdmbsgmgm bLyaMdgam0), RobgGomo ws gsdoQMyc~mns M. 3898Mm3ohob 
@os o. JsHmgohab dagm (1989). 

Example 4. (Aj) Vila Vena tri venca zelena — wedding song. Sokobanja region, village Resnik (East 
Serbia), recorded and transcribed by R. Petrovic and A. Matovié (1989). 


d= 132 = 176 


dsascmamn 5. Da |’ to grmi, da |’ se zemlja trese —  boJrmbamm badegms. w@o@o dmMego- 
sb 39m, bog gm Gs0306530 ((396GMoemyMo LaMdga0), BobgGo~mo M. 89%HmRg0hob dogM 
(1974), asdagQMmymo 9. omge6mgohob dog® (2012). 

Example 5. Da /’to grmi, dal’ se zemlja trese — wedding song. Big Morava Valley, village Rajkinac 
(Central Serbia), recorded by R. Petrovic (1974), transcribed by J. Jovanovi¢ 

(2012). 


dal’ to | or - mi, dal’ se zem-l|ja tre - 


dsascmaon 6. Doletose dva laka junaka — bojmMbomm bodmgms. 4399M mgdsaba3eb Mga0mbo, 
S9GMAabs ((396GMseyGo LaMdgan0). BsbgMom@ma H. 39HHmBg0hab dogM (1974), asdogmymo 
J. omBsb6ms3ohab dag® (2012). 

Example 6. Doletose dva laka junaka — wedding song. Lower Lepenica region, Batocina (Central 
Serbia), recorded by R. Petrovi¢ (1974), transcribed by J. Jovanovié (2012). 


2=cca 160 
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dsascmann 7/. (I) Zdravce, vence, zdravac u planini— 60. aammaob badegms. 43g9dm mgdgba3ob 
MAJa0mbo, bog. (360 30~, BobgMomos b. dossa~@meaohab ws 9. omBgs6maoRob (2005), Rod- 
690 4.4. (2008). 

Example 7. (I) Zdravce, vence, zdravac u planini — St. George’s Day song. Lower Lepenica region, 
village Crni Kao, recorded by S. Mihailovié and J. Jovanovicé (2005), recorded by J. J. (2008). 


dsascmann 8. Izvi se tanac iz grada — bodmmbomm bodegms. mgd8gb6a730b MaaQ0mboa, bog. 
MAbL6030 )(396GMsem Go LaMdaga0), RobygMamos b. Josso~mmgsohab, 6MGjdbq aowsGoboemos 
9. omgs6maohab (2006). 

Example 8. /zvi se tanac iz grada — wedding song, Lepenica region, village Resnik (Central Ser- 
bia), recorded by S. Mihailovié (1995), transcribed by J. Jovanovié (2006). 


eo oe a Ss ee =e ee = 
| LC SS ee —/_ 
' —_ —__ 
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Audio Example 1 - Sto su lepi dva cveta planinski, a wedding song, Crnoreéje region, village Do- 
brujevac. According to the field recording made by Prof. Dr Dragoslav Devic, interpreted by Jele- 
na Jovanovi¢ and Aleksandra Pavicevic, vocal ensemble Moba (published on: Vazda Znjejes, Jano 
- Serbian traditional songs, independent edition, Belgrade 2001, Nr. 2). 

boJmmbaemm bodegme, 3MbmMMAhagh Mygaombo, bg. OmdMyyAZ030. 8M. EM. EMsamMbeo3 
0930730b bogdb3ge@a0(30m AobsbgMgdab dobg@30m, aodagMmyma 9. amge6m3ohab wo ommg- 
dloobeMs 8930Rg930Rob do9m, 3mgomyMo sbbsdd~@o “dmds” (69dGmddo: Vazda znjejes, Jano 
—baMdxajcmo B®Mse0 ayo LodmgHyd0, C59My730E9d9Em0 B5dM39dd, d3gmaMse@0 2001, Ne 2). 


Audio Example 2 - Sta se sjaji (j)u goru zelenu - a wedding song, Sokobanja region, village 
Muzinac. According to the field recording, interpreted by Sanja Rankovic and Jelena Jovanovic, 
vocal ensemble Moba (published on the audio cassette Prioni, mobo - Serbian traditional songs, 
Belgrade: Biljeg, 1994, Side B, Nr. 3). 

boJeombomm bodmgmes, Logmdsboob Mygaqmbo, bmegemoa Anyabs30, bogqb3ge@0(30m hobsb- 
gMgdab dabje@30m, asdagMmymo Lobos Mebymgohab wos 9. amgobms3ohab dogh, 3mjgocMo 
ob6bsoddemo0 “dmdo” (asdma(3o sqeoom job980b9 Prioni, mobo — bjMd4qemo §Mse@o0(304c@~0 bod- 
™m9H980, dymaMHsen: d0eM0980, 1994, a3zqMe@0 3, Ne 3) 


Audio Example 3 - Dal’ to grmi, dal’ se zemlja trese, a wedding song, Big Morava Valley, village 
Rajkinac. Sound Archive of Institute of Musicology (IM) SASA, Tape 47, side A, Nr. 11. 
bodembomm bodmgms, wa~@o ImMog0eb 39cm, bmg. Mongzabsgo0. Aybogmemanoab ob6b8o08%- 
ob bdmgcebo sMjogo (IM) SASA, 30M 47, aggme@o o, Ne 11. 


Audio Example 4 - Stari svate, Sto si odocnio, a wedding song, same place of recording, same 
source, cassette KG 1, side B, Nr. 21. 

bodermbomm bodmgms, 03039 hobgmob sw@anmn, 03039 ByoMm, job9%0 KG 1, » a39Me0 
d, Ne 21 


Audio Example 5- Zeni se Avram delija, a wedding song, Lepenica region, village Resnik, private 
collection of Slavica Mihailovic¢, audio cassette II, side B, Nr. 4. 

Lodermbomm badmgms, mgdsgbai30b Mygaamba, bmeggema Mabbo30, beega(30 dasso~ms3ohab 
39MdM 3meE~M_d(308, SCM Bobye Il, agqMao0 3, Ne 4. 
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BMAL065 BQ IBMISNBO 
(69639010) 


IMDBON6ANSEN LNITIMNL MAN NEGSIMINIENZIMN LNA MdNb JIII6oAN): 
LIMSIS-ISMIILN SIELN dIIGN 60H I6IEN SIVSMHILNVOE 


IDgbog9emn 

Bobsd@jd0M9 33093000 -yayMo~@em|dob = aogodob30~™mgd_ = dMogoembdnsbo = bLod@gmoab 
AMM, 06G9MgMb6034H 3mMdybo30(309do d3gmaMoe@ab! L4AMmdym-gdMoym@mo abeoob ,Baruch 
Brothers" — dd930 domybgd0b dsasmomdy. 1879 6. bomdanem-gdmoqmo bLodmasemy|dob 
Lobam wosmbydyje~mo gb axjbea mognbo 137-bemnsbo bobamdemaga BMs@a(300mM JgMm-gMON0 
yd3g9emgbo gdMoymo aybeons Jbmamamda wos dgMQqmO anbeoob asbbogqmMyoyem bobgb 
boMdmow@agbb. mogabo 16y3980 oMbgdmdnb aodm, ogo dgagodmns aob3nba~mMm, Hmamm(3 
JOIMSOO BNMBQMyemo dgamob boaMmbobygmds. 

BoMdme@agbama dMmds gyMe@bmds Agdb bogdb3ge@0(30m 33emg30b, Mmdgena3 ho®oMe@s 
dgmamoe@da 2015 6. domBow@sb 2016 6. doobob fiomgmam. 33mg30b aobdogemdsdo 
304969de0 Ab&yM3ZaqM {dnb dgnmeb ws hogabgMy] sMoman3n0em~MHo 068 M30 960 LaMdyen- 
jomoymo abo ddqd0 doM4b69d0b MHag39 Ldgbob, Lbge@obb30 sbogab ba3gM dmb. M30 Jom 
36(39MGHQSL Bq7LEG_dmeON, 35330MEJSMEON SHOENAGMMoSb Oo 3gby7dMIdMeOEN ALIF6G@|aL’. 

33m@m930b dodsbos dMogoe~mbdosbo bodegmab Mmmob dgbbs3ms  ghammdmogo 
OHIM{Z9MOGBQMYEH ©osmmanbs Co WMongMamobsddIMmd~mmdnb  aosmMds3sgdodo 
CnsfMmbyen 389Mb3894 803000 CEs ImMd~E|Momms Imbsymemab, 9b939, LooMgagm Dobs~@oabs wo 
anbeoob dadmdgw@gdob dgbo69d sMmbyadyemo 84ydema3zo(309d0b bog~yWd39mb9. 


dgmaMseonb gdMo~yemn gQdo 

d33093M9d0 39M Msbbd~gdns6, Mmenb dgadmgn@by6 ws @Wobsbemw@by6 8oM3Zqme@ 
JoMsgm 60 d3gmaMoe@do, sdobmsb Wojo3daMyJdamM gMansbo sdbMHo oH sMbydmeab (Hrabak, 2009: 
13-14). Mago sgGmMgdnbo 048 30(39db, Mmd gdMogemgd0 LaMdgadoa (36mM3gMHmMdg6 MmIdoyomo 
0939%00b goMmne@s6 (Benbassa and Rodrigue, 2000; Cvorovié, 2015: 2). sem j4e90 BaMaEMdoor0 
(36Md9d0 gdMogemgdob dobobygd Imagzqdm3qd0 Agomg bLoygybab dyo I9mMome@n@ob. gbybo 
043696 Mmdsbom 8 d0, Mmdmg|da3 dgmMdbye~ gboby boydMmde@bg6 (Hrabak, 2009: 6-15). 
000%] Imboy7dMHqQ 0d 396ob ddo (3g6GMoeMHn 93MM8a@0b Cs ylaMgmne@sb, ob939, MMamMh*3 
JoMsgmgdds aSomon@ob, Mog30 JgomoMgb SgmaMob (Soric, 1988: 124; Vlahovic, 1994: 162; 
Hrabak, 2009: 25). XV box 3y60b 06330ba(300b dag MacmogayMo c9360b dg~mgao@, byxRoM~@ Jn, 
MHmIdemgd0(3 ~oc~abm'g bowydMmdeob 6, ao~s30@bjb gb8obgmbse wo 8MMSyjaomosdo (Vlahovic, 
1994: 162). dqmamMo~@gm goMogmme Mmgdo aoQoMamg3@s MbLds~|dob dog 1521 Bg~mb Jocmodob 
modsyMmdob dade ja (Hrabak, 2009: 24). 

d39maMoe@oal JgoMogemme Mgdds aon basMs LaMd0 Lobmas~amg|dnb d9~@0 Ed Aob3:amMeMgd0b, 
L&ogbo(30abs Wo WoMmdsb3cmab Ig7MamMe Jd0, MMIEM]d60(3 (303MYAMoO JFMadsbgmb AmMbweg3@». 


"ambbybq8o Ag bMmgdqemos boaMdgaob asbomemydnb, dq(36agMgdnbs wo GyJbo3yMo gobgameMgdab bodobob- 
AML 8Hmg4 Gab: IqenGogmboj34Ando, IqemBazyqen§yMomo bdo, 80a %0(30960 — 05650939 803960 
— gRomamyddo. 

“Aocommdal gy 6eN y3gmob, 306(3 Imboba~mgmds donOM 33Eg30d0, gobbo3gymMgJd0mM, 4-6 b& JqQ06 Bogohbo 
© avybeab Imd~gMombs wo Lomoabs-obbHMyd76GomoabLS®b odo6m6 bo~mgeb, Gmdg7emdo(3 ImIs6MeEs Igoe 
MaM|dyemoa adamMIds(309 axbeob dobobg6. 


IMogz0embdosbo Lodegmab Hmm 068 MgQmba3Z4qMo CEos~maol d9oJ4dbsdo: 
Lomdym-gdmoyemo aybea dd9d0 d0M7b9d0 dgmaMscoo~@sb 371 


dJmaMose@gmds JgdMogmg|ddo aobogameMgb MamoagoyMho, ByMBVQMyma Oo g3gmbmdogyMo 
o4803Mdg960 (Hrabak, 2009: 6). 49-17 boyjybob Iqmmg bobg30Mda gdMegG~mms Mg|dOb 


MHa36m36mdob ‘domes dohgMes. ogbSMagmgddo 16886. woodsyMab dgmaMmo@o. bb630 
bam |390meb AMmo@, dom @Wosb3ygb gdMoeg~mms dodo~me. 49-18 b. CobobMymabms3ab 
dgmaMoeob 7339 ao~oShobaema Bfmbeos ogbhGMoymoa my3xydo7300b mM bg dg80 d(3@gmmos, 
Low@o(3 @sboMosmeobyb byMd9d0 es Lb3Zo gmba3zyMa Yayggd0b Bomdmdswagbgemgd0, dom 
dmmMob gdaMogem 90073 (Sorié, 1988: 124). 89-19 b. ~absByobobagob, 8606(3 da~mdob (1815- 
1839) 80M39e0 DdshMmggmmdab EMMb, JdMoyN~mMo MAJO SEMMdObgdsb aoba(3@ob. 

ydqoomme Il dbmeacmam mdob bob dgmamo@do (36m3gmMd@o wWosbe~mygdom 10.000 
goMsgmo (Popovic 1997; Cvorovicé, Nikolié 2015, 299). gd6MoN~@Mo MIO LaMdgamdo Moamdob 
Leymnse@ aobs@ayMes Il dbmgcmoam mdob EMMb BMmmMymbGdo agMdsboob m3xy30(300b 
d9@920@ (Ristovi¢ 2010; Cvorovié, Nikolié, 2015: 300-301). aswoMhgbam gdMogemme bsbg30M%4 
d9Go ar@obobmes obMogmoab 33e03d94db0em bLobgemdbogmdo 1948-52 be gddo (Lebl, 
2007; Cvorovié, Nikolic, 2015: 302). sdyodow@, LaMdgmdo gdMoegmms mgdgd0b BI~@gQMs(309 
boMdmowagbb mmasbobs3o0b, MmIdgema(3 ogMmnsbgdb LaMdgaab GH MaG®MMosdg Jymg 
y3gme gomoyam gdb. gb mobobodmas~@my|ds dg@a900 3300 Ba3mobacb (Jevrejska opStina 
Beograd 2016). 


bamdym-gdMoyenn badmgmab bsdmase@mges — axy6con ddgdn d0M-ybgd0 

Laomdaym-gdMoyemo Lodmgmob bodmas@mgds woombe@s 1879 6. dqmamee@do (Sindik, 
2009: 455). aybeoab bobgmbme@gdob (33m0mgd0 dosbodbygdb Lbgo@obb30 ab&mmay~@ 
89MomMeEdN bLaMdgnob bLodbmasemgdab beyoomyM Ss 8sMmmnGjZqMH sGdrmbagmmdo 
dJade@nbsMy 8Mm39b9009 (by™. 1). 

MdZ@ossaMZqmo@ aybeob g6meagome@o che First Jewish Singing Society” (,dmMdmgHo~@ 
76Ho9mOs 80390 bsdmgs~m9d5"). Bengdob dgde@qa gh — bebgembmegds — dq0(330eM9 
djdeEgRb50MSe — ,,Serbian-Jewish Singing Society” (,,b9%d-gdMo9e~ IMAM IMsemons bs gongs’). 
gb Lobgembmegds axjbeob 84mbe@s 1941 bemode g (Hofman, 2004: 36). mogabmo30@ wobsbymgdo 
dayaangob  gdmoymoa SHMoe@a300b wogobygdob. wo byamdym-gdmMoye~  mmdbMng 
yMongMmamdgdd9. aybeob aobbognmmMyadyemmds ododos, md, EMa~@sb wWooMbydabs, ogo 
goba3yMmoe@ dgMgymo aym, ba38MgQd0b YdMoge~mgbmds, 8oM3gemym3emoabos, YyaMobamogdmeos 
AMImoagayMa Ed Jmbaz~yMa wd(3aMg{bmdgdob Dgd33g0@M QMdob. gb LaG®o~3a00 dam q.oame 
Lonb&gMgbos, md, Jodob, MMeEgbs(3 axybeon WooMbeos, J9-19 b. dgmMHy Bobg30MHdo g73M~mded0 
BogBM(39EMJoyEMa AYM 6 GabgdaGobdo. 49-20 boy 3j6gd0(3 Es EMpbo3 LyMdyenn bobmas~my|ds 
Ay~OdNZ9E@ sdyMo3bgdb BaMamMasbbymdosb gdMoyema MAdabo~@do, Mabo Esdo~osbSyMygdgemno, 
Lo3gomo0 dmmob, od ayjbeab ombydmdoi3. 

aosbbo3ymmMydom bonb&gMgbms, Mmd axbeab womMaymMydn~@sb d93M0 byamd0 oYM, 
(30mMda~mn 3Md38MbBOHMM]d0, Jogomamse@, b. Im3gMoboo3o, b. 8mMabGoha, x. JoMabgmgoho 
(Hofman, 2004: 36). agbegmymn mgombobmobam, ymmg4&030 Mmog0@0b fhodmysmond@s, 
AmMamH(3 Dodoz03Mo avybeo. myd30, do~mosb6 do~mg, a3006 09-19 b.-do ogo asMeonddbo 
d9MQq7EO dodojZo(3Mo OS JoOMMo ab@oe. 

dqmmMy dbmg@moam mdab eMmb, b4aMdgaab agmMdobyemn bo3abSyMHo mygyso(300b emMmb, 
dSgmaMsoa3, byMdgd0(3,  gdMogemgd0(3,  d~Mdgd0(39 Cod L630 gfmgbgd0b dmocmo)ggdn(3 
docmasb wodboMsmeb yb. axyoeoab MMIM3@s9M0 IMAM |Ms@mn Cs boda CEoMayYMmMN CWon~Mrydso 
bo 36396 8)M9(30M dob939dbo CEs Bodobdob Babsomd~@ya dSMdmmedo (Hofman, 2004: 113-114). 

Il dbmacmom mdob dadega abodes aooamdgmos Aydomds. damn 80M39m0 dabMyemgdo 
aswomhgbam bagmMmMms d(30M7 Momeagbmdob dodowagbmmdnm dsgmaMo~wda 1944 boob 
dgdImMe@amdsdy dgwas. doybg@o30@ sdobs, mdabdgd@amd 89mMame@do, gy3mbmdo34Mo 
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gMobababs @o gdMogmmse abMogmdo bob3mob dgdmgas3, aybeds aooamdgmo 
MayemoMymo ofGo3gmdo 1952 Geosdeg bobgmbmegdom ,,Choir with the Jewish Community 
of Belgrade“ (Hofman, 2004: 31-32). 1962 6. axbeb wsqm430 ddgd0 d0M7bgd0 3mdnbob So 
MIBMemm30mbgMgd0b bodo803(39d4yemme (Hofman, 2004: 36-37). 

OM|LOMY|MdnM, L{IMd-gdMog9~m IMIM|MsmmMs Lodbmas@yds — ayyb~o ddqd0 d0M4b96d0 
boMdmowagbb dgmamoe@dn gdMoy~@mo mgdob bobo~mb. M9398 0(309d0 GHoMeages mMmY_QMm 
330Msdo (woo 43M bdohow, MMe gbs3 gb 5(30@™ J d9e09) jomMoyoo ogdab dgbmdsdo. 

36398 jd0 bdoMse@ BHoMe@gds od dgbmdo0b y3mbaMmgbob @woMdsbdo. Wmng@ob 
mosMbydobs, aqbob gnbsbbyMmo@ gbdom ads 493M0 MMasbods(308 ~s 3g9MdM 80M, abgm0, 
©mamMa3oo Memorial Foundation for Jewish Culture, The Dutch Jewish Humanitarian Fund @o 
5.0. (Hofman, 2004: 52-54). 

ymg3gcm Bab axyboon 080M {db yodMo3 LoyoMm BomImeagbob, ymb3q9M Hb Loddmd~mbs 
© LobegoMasMym. MAsI_FMAyoMa 0(33—Mgd0_ 3Mb6(39MB qd0b drombms3bab dobodsdoboe. 
anowoo MgayqmoMymseo aosdmeab BmEmmMymbGob dbb3g9m8mmo bbogbabs~@do dadm3zbam 
Ombabdagd9d09. domo dgbMmymgdab Imbdgbs dgbodmgdgmne dsgmamow@ob Lobsamasdo. 

anoob ddqd0 d0M769d0 o43gb do~mnsb J~enw@oMn sd IM539E~MRIMM3Z96b0 MAdgMHxyoMo. 
CaMAYMMa d&jR06 Bgyg0ho bydMmdom sddmdb, MmMd aybeod sbMym|db AybogocyM 
393M b0(309db ,,doba~@ob ba3@o08o0-d~wg", axymobbdImdb Mo odob, Mmd domn MydqgMGxyoMo 
d9~ma909 3emobogymo, bobymagmm @o HMosea30y7mo 3Md3IMba(30gd0ba96. MMe gb9(3 
abo7dGman b73@5d-9, YOes smobodEmb, md ago 9969349036900 byg~@ocmnb3ob (sevdalinke) 
yobMb ws do~osbh IMdyqmoMyAmas ymRoma oyambemogaob HMaG®MMa0sdg; MgomyAMo, 
RBIqL3g9d0M Ab yobMa LagRoeMe@ Jd0b396 dowob. aybeob ofgb J~n~@omMn bobm8m dod~mnmng3D0. 
Lodydom 36399 (300b Mobsbdow, gdMoymoa Ed LAMdYEO ByMBAMym J9d330@M]Md~0, 
8OMZ9gMYMgmMabs, CEd(34~m05. abeab MgA3I_MByQoMo, gdMoyn~ wo bLyaMdyQm~m bobymagmm 
AInbogobmsbh gJAmoe@, dj~wmag7d0 Lbg0@obb30 89GHMomBy~mo Ceo adoMymo bodmgmabaodb. 

bLagmdo = gmddmbaS®mMyd0b —boboMIMAdgdn@ob = axnb~an = obMy~m|db_ — dm 3Mobonogoab 
(oqgeomdes. 1), SMHabL®ohab, GHoyhggohob es b63. boboMIM|dg9db; gdMogqe~m BmMI3IMbBABMMad 
bsboMdmgdgdn@ob — 3. oemgadbob~ogmab, b. o~mdobab, 9. sdamobob, 3. dgmohab, om. dgmbbLGoobab 
@d b63. 3Md38mMbn(309db (Hofman, 2004: 57). d4MoRIs ao~osnGsbs L4wRo2Menmo bodmg|M% do ws 
bmangMan boembyMa LodE|_Ms a~@ndd9. Wobs3e~Mg{m A3mM8qyE~m0 Aybogob Hm3goe~mbobMabom, 
MpB{MGByoMo do~osb y3mddsemgadbmos (oyqewomdog. 2), ~mobmbs Ed so~m|bSMobsb GBodob 
azosb0 Mgabgbobbab ymdd3mbaGmMyd0mM Wobygdyema dmbS 39M~@AM, doboM, IM(39M 8m, 
MZMMyO30M, ZOZCMCONMS Cd M569djOMM397 BMIBMbIGMMYAd0M CWsdMs3M{dyJEm0. 

anoea obMymgdb a capella 8Mmamedeb, doamed, odobmse6 gMmo@, 3mjgomam- 
ALAM AI_FLGyEH CoboMIM|dg9db, JobGHoGH ob. gb aym 8oM3gqmo0 Iry3{oMy~mome bodmase@mg|ds, 
AmMIdgema(3 Imboba~mgmde@o msgmModa mH mdb drMab ab®mMaym sgmamedo. dom odegmgb 
d3gmamow@ab gamg3zbyem ngoGMHdo dgeMyab LIgGobob mdgMsdo ,aoyoryemon bodoGoMdem", 
2015 Beab 9 doobb, asdoMe3gd0b Cmab ym3gmberym Emrgbobboymdy) dom dgsbHymgb 
89H Gobobgd0b Lod@egme "Through the woods and forests" Gs FMmMZbyE-asbdomo3zabyaRemgdgemo 
dMHdmrmab sdbob39mo0 BmangMan Logo Lodegms, dogomamse@, abgma, AmMamMa(309 ,,doMdo~™m 
GGL aggMeom™. JgmM] eEmgh, dgmaMoege goMsgmms Gobxgob eEmgb, doom ogngg 
Lodmgmgoo dsgmamoewdo, b&oMmM bondnd§7 09 goMomoe@ dgsbMyemgb. | dbmacmam mdab 
100 Bemoabmoegab mmboabdngd0b9, 2015 6., axybeads dmbobamgmds danOm 8MmMg4Gdo ,Imbgb 
MbIgbabL LaMdgd0 LaMdgaab MogabygQemgdobom3ab dsHdmmoda". sdobms6 wo303d0% Jd0m, 
dom dgobmymgab wsdMogo baMdyma BoGMomSyema bodoegms, WBmangmmn Jomasbo — 
JoMonmmoco. 

anbeooa ddqdo0 d0Mybyd0 Mg38gMByoMb obMymy|db Modegbady gbsd9: bLaMdq~mdy, 
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a3Hamd9, o@addy, moe@nbmd9, bog3em bom bems34%byq, momnbymdg, abamobymdy, 
BMobaymdg, awomaymdg wo o.d (oy~@omdoa. 3, 4). 

anbooab 93M gd0b wdgGgbrdo agmamdg of boydMmdb wo bm ddo GH JbHo 
Im39d4qemn_ 843m HMobb3Mg(300n — jaMama3omo 96 bLaMmdyema mMmomabyMam. o3hamdb 
LEmmMo@ bsmMdmmdsdo dsm g6doMgd0m dSgemaMo~@ab Modaba abog obagm@mo. Mmegbs(3 oabobo 
B3MH(39MBam abMogedo asdmeomebyb, dS qq306 SBozohb doyemm3gb dabo 3omMan o3mham0 
Ms oMogob LygMme@s, Mmd nan Mg yAMos@ of bowydMmdb, dome~mme dogmab sd gb6ob9. 
dbas3gba egbmdgbo hognbyM9 ‘dmanghma Loge bLyamdaym aybeodo, bow@o(3 axybe@ob 693M 40 om 
Loydmmde@by6 ad 9609, Mmdgmd9(3 IagMmebyb. dgndmgdo Wog0b3369m, Mmd doxybg~@o3000 
adobe, gbovydMmdan 9699 oxy dobayM (@mbgbg 30(30M OQa, oMabL, ob939, g6gd0, MHmde~m]dO4(3 
A396 3dmgmam. sd dgdmb3q30d0, Imd~mgMengdn dommme a0e@dmMa3(39996 abamMMdo(300b dobo 
Lommdabyymo aoi3bmdagMgdab aomgdg. 

anbob ddgd0 d0M7679d0 ymRam oyambemogosda dbod3bg~mmg306b0 Mmm 384mboo. 
anboob 693M db, aoMe@s adobs, Mmd oGoMAdebg6 ymb3q9MB db Amgema oyamberogoab 
Jobd Bodom, Lobm3oMasMy|m wWodIMs30 boMdmeEagbs Es GMa 84mbe@osm. d9-20 boy 3qbob 
dgmmMy boby30Mdo, (3030 ~Mdabo" @s Dbmgmomb dem 39d0eE@ Woymeob 89MoMedO, 9d 
anbob bo3nsmabGymo 43ggybow@ob 84mbe@o 493M0 3mb(39MHo 9.6. Cobo3g~myAM Jgqybgddo — 
4390(39Maddao, CAE SMa Gobgmdo eo o.d (LYM. 2). 1978 6. ayybeoo asgdoMme docmnsb bobamdenng 
©d dbnd3sbyem306 GyMdo sdgMogodo. 42 Emab aobdog~mdsdon dom ImosMgb qodMo30 cwngo 
Od BOHM Jocmoo sedmbogmgm bobs380MmMd9. GHxyMda dg~wames 3mbi3gMGHo yoMmbgan 8mendo, 
bay amMHydo. domo 3mbi3gMGBob dgdeagqa, wr~gh SFRJ -ab gM baw@gbGo ombog 6m GHaG~ 
J6309 bax aMMHBZb. HyMab asbdogemdsdo axybeoob 693M950 MHAgdmeEbyb gdMsgemme myYobgdob 
Lobemgddo. sdazoMoe@ WsdysMas BoMsE0 3MbHo4Go Cs Jom dgd3qmdamM MogabygdyMa do3Mm—- 
IQMGBoZIMGB AVI Qoocoman (bys. 3). 

CnsJMMbsy~mo Mgeembodomabom, aybeon MmobsddMmdmmde@s nbb& jI7b8oemobS dmb, 
MMBZILAHM{dM6 Co Lamm Imd~Eegmydmeb. dJaybg~@o30@ adobs, Mmd gb, 8oM3B9q9e~yYm3eE@mnbo, 
ImyzoMyomme Lodmas~@m|dse (sb RBMMAdomMMa aobommg|ds LogfaMM oMos, Lobmascamg|doab 
693M0 Mod 5609), anbeooab bobamdeaga ab&mMoanb dobdam dy d93H0 8Mmagbombse~mo 
dybagmbo degmme@s of, dom dmMoab, mdgmab bomab 96073. wogobobgm9d dommme 
Modegbady dJomasbb — xNMxye gohoMagoha, axMe@sb3 amge6bmgoha, wxyd3m (339000, dMA~@o 
300M]QVBO. og, 06939, IegMme@by6 (36mdne~m0 dbobamdgdo, dom dmmob by9Mda dbobamdo s~amde 
3h 3m30Ro. 

anoob asdmd3qdyea ofgh mma LP smdmdo ws gMmo CD. dom damgdyqema 043m 
SdMS30 SOBNIMMdMnZ0 Eo LogMmsdmMMabm xo~meom. 

anbob ddqQdS0 60M769d0 943b bodbsG3Om boddm. CaMaymMHoa gMa-JgMOs, 3abo(3 ~Wa~O 
ao3zemqbo ofgh Mg8gMByQoMab hodmysemndgd009. J89R6 ‘Og30fa Ims30Ha CoMaymmMos 2006 
Bemag@sb wo ayybeob b93M00 18 Bemob aobdogmmdsdo, dabo bodyomm bymmodoa ymabab 
80M39M CNW. ASME sdobo, bg30RA M8gmMab wahayMmMos FmMZb4y~H HIoGMda, bow 3 
dabo BobsdmMdgje@o w9yo6 bogoho, 06939, ym ayyoe@ob ddqd0 606960 693M0 493M0 Beab 
asbdo3gemdsdo. 

Lamdaym-jdMoymo aybeoo ogMmnsbgdb obomasdMmeageb (Lym. 4). 068 4M3049ddo fgdo 
Mgb8mbeo 768 950 yrm3gemagoab bodb qb30d@bq6, md Lodegmab g9Mam-ghan dmogeMo dm&o30 
YM yQAMaIMOMdS OS BMdNbaAZd(300°. EEL AmMAM|_MeE|dob I_8 gLMdo ob939 LaMdn». 
dabg@o30@ sdobs, dom Wo JdMogmms aoM@o, sJoo Mode gbadg L630 AMmgZbgd0b b943gM0. 
Lonb&gMgbms, o~abodbmb, md amgagb abbSoG jSob sbhemobogmoa weoM)48mMo, Domosb 
dayemgmo ayybeob dgdmagmmg@s 3 Bemob bob — do~mg39, HmMamM3 yo hodmgn@s dsgmaMogdo. 

Sdyodowo, ayoedo 80 BagMne wo 40 Jomasbo MaaymoMymo@ ghbMydo Mg8gH(30g9db. 


324 amMM@obs dmoamgg3oho 


20-~@s6 27 Bemosdeg dmdmgmempdob 8Mm396G0, qd_Gsgbo@ LA neE_bG® gd0bo, osdyodo~ 
yeoo~@gbas. Eosb~mmMgd0M oma ImdA~M Moma bodyoe~mm L3mmoab Imbbs3g@mgo0. omab Msdegbnd9 
Lodyo~mm obogab Imdmgmomn. ayybedo oMos 4930 bob~eosbdgnmn ImI~gmemn, 65 beoab 
930M, doaMsd aboba MgaymoMymse@ dme@nsb Mg938980(3090%9. 439mg] bob~woddymo 
Imd~mgMeemn, od06M6 bo~mgem, 70 Beobss wo 48 bam anbeodos (Lom. 5). Bemgdob 
aobdo3~mmdsdo ogo aym LamoabSo @o W{ZIMoZ{@o 93MM~eImMbd5. aybeob bygM_db dImmoab 
yAnogMoamdoabob sMos momdgdb dmmob asbbgmJamydo, (360c@00, Hd abobo BoMmdmboayymog 
R64(3aMbaM|d96. 

33096 1990-ns69d6d0 ymoRnmo oyambeoganb wodmab EMMb ws En~@D gygMbmMIdo34Mo 
© Lag3osm@myMHo gmHobdabob 3gmamedo, aybeon sMdsge~mmdob asbai3~@n@e, 0b939, Mmamm(3 
dab dmbsbomgmse Mome@gbmds. wossbemmgdam 100 693H0 gbbMadmes MyaaymoMymoe 
93898 0(3090b. LoMg8g80(30M CWoMdsbn bogby oym. dabwos sm3zbodbm, Mmd 9d 8ghMame@do 
Loaybem obboddmgdab baMmdgamab bobmas~@mgdsda asgmMmnsbydob wa~@d ob&gMgbo oym. 
mosbemydom 2000 6. ayybedn dd9d0 d0Mb97d0 MogZ0bgdyMn AsMES& 6. Imb~|s — Domo 
b93MgQd0b MomeEgbmds dad(30M@d. 

ajJoeogmym dgdowagbemmdsb M3 dgg6gd0, Joomgdn yrugmmaab wdgGgbmdodo 093696, 
abobo B93 960b 2/3-b dg0~@ag696. Agda 33mm g3onbob do3gn~g obamMds(309 adob dobob9d, 
And ImyzoMye~moms bLodegmebmsb wo3o3doM Jd0M, 30(39db bdaMo@ o4gm odbMo, Mmd gb 
Mos ybo3gdoMaboe@ dodojo(347Ha sfGogmdo". dgmMHQ doMog, of wodMo3g0 wodmMboabydyemo 
Bygam@ns, 306/3 axbe@do dgb3m~0 gmamdebgmb. of gmbogymoe@ daMagyma by3ae~mgdno. 
Imdmgmegob dm8yo3m mognsbma dgamgdn anbeoab  3mbi39M 8 qd09.  gmb(3gMSB dob 
d99e@92, abobo asbosamdmdgb yMangmamdsb. bsbesbdyemn 693M97d0 ombadbs396, Mmd 
aobbb3039d00 aybeoob 693M gdb drmob Lagos ma wHnngMmn,dge@goob abgdbs wo 
ab8 b6La3gmdedo. g9mdme, 1960-1990-nsb6960b 89Momeda aybenb 693M 940 Cow woMmb 
98HoMISEO696 JMMoe@. M9398 0(309d0b dgd~@gJa, bobo saMdgemgde@bg76 NMomngmMamdsb Ms309bm 
Lobemgddo, doa Mod, qdgG@gbbomoe@, daw~omeEbyb MALAMMbgdbo wo 309399600. 1990-0569d0b 
J3gMOmdagyMa gmobobab asdem, dgnbmne@s boberdo 3008 40. 2000-ns69d0~@06 aodmag3qmo 
Lodmase@mgdMngo 33g9d0b s@anmy|ddo yHongmamdnb smeoagbob 896 96(309, Joamod obobo 
bsdb 4yb30d96, Mmd ,gb ob oMos, Mo(3 SEM] YM brandy". 

33@m930b eEMMb do~gdymo sbo~@mo bob booyd39~m% 7 dgodmgd9 Wogob336om, Mmd 
oMbgdmdob bobamdeaga ab&mMaab dobdambg bLaMdyem-gdMojm anbeob ddI79d0 d0Mb960 
ms3aba b3maeo dg04gb 068 4M mb 3yM0 5 dQ Bo 3zymByMymo oos~mmanab dgbomhxybgdodo, 
80M3Zg9MmyM3emabs, dagM~ ~mbydg, aybeab b93m9db drmMab wos, dgbododabse@, bo3jmomo 
doaomamam, se@gammdMa3zo0 mgdob eEmbybyz — dSgmaMoe@do. LaAMdgmbs wo Job gQoMam|db 
asoMgym bo3mbi3gMGr HyMgd0b dobvobos armdomynMm cwombyjd97 Cnsm~mmaak wodysM do wo 
LyMd Eo gdMog9~ bombs BymMBNMydbo Gs Jom dmmMob oMbydyenn jo3gdomob boMmdmfgbs. 
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GORDANA BLAGOJEVIC 
(SERBIA) 


THE ROLE OF POLYPHONIC SINGING IN THE ESTABLISHMENT OF 
INTERETHNIC DIALOGUE: SERBIA-JEWISH BARUCH BROTHERS CHOIR 
FROM BELGRADE 


Introduction 

In this research I focused on the role of polyphonic singing in the interethnic communication 
on the example of the Serbian-Jewish choir Baruch Brothers from Belgrade’. Founded in 1879 as 
the Serbian-Jewish Singing Society, the choir with its 137 years long tradition represents one of 
the oldest Jewish choirs in the world and is an exceptional example of a mixed choir. Due to its 
continuous existence, it can be considered a kind of a sound cultural monument. 

This work is based on my own field research which was conducted in Belgrade in the period 
from March 2015 to May 2016. During the research I used the interview method and made informal 
interviews with the members of the Serbian-Jewish choir Baruch Brothers from Belgrade, of both 
genders, different age structure. While attending their concerts, I observed reactions of the audience 
and talked to individual listeners’. 

The aim of the research is to look at the role of a joint polyphonic singing in the deepening of 
the interethnic dialogue and cooperation, both in the lives of the singers and their surroundings, from 
a diachronic perspective and through the analysis of collected narratives of the singers, as well as 
through the insight into the archive material and the existing publications about the choir activities. 


The Jewish community in Belgrade 

Regarding the determining of the date of when Jews first came and inhabited the territory of 
today's Belgrade there is a disagreement on the matter among different authors (Hrabak, 2009: 13-14). 
A number of authors claim that Jews have been present in Serbia since Roman times (Benbassa and 
Rodrigue, 2000; Cvorovic, 2015: 2). The earliest written information on Jews in Belgrade dates from 
the mid-tenth century. Those were the Romaniote Jews who spoke the Greek language (Hrabak, 2009: 
6-15). The Ashkenazi Jews from Central Europe and Hungary, Yiddish speakers, as well as Italophonic 
Jews from Italy, found refuge in Belgrade (Soric, 1988: 124; Vlahovic, 1994: 162; Hrabak, 2009: 
25). As a result of religious persecutions conducted by the Inquisition in 15th century the Sephardi 
Jews who spoke Ladino moved from Spain and Portugal (Vlahovic, 1994: 162). The Belgrade Jewish 
community became larger after the Ottoman conquest of the city in 1521 (Hrabak, 2009: 24). 

The Jewish community in Belgrade shared the destiny of the Serbian society and periods of 
development, stagnation and decrease cyclically followed one another. Belgrade Jews developed 
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religious, cultural and economic activities (Hrabak, 2009: 6). The growth of the Jewish community 
was stopped in the second half of 17th century. Austrians occupied Belgrade in 1688. Among 
other desolations, they burnt the Jewish mahal. By the end of 18th century Belgrade had already 
survived two more Austrian occupations, in which Serbian and residents of other ethnic belonging 
suffered, among whom also Jews (Soric, 1988: 124). At the beginning of 19th century, during the 
first government of Prince Milos (1815-1839) the Jewish community thrives (Sori¢, 1988: 125). 

Right before World War II about 10.000 Jews lived in Belgrade (Popovic 1997; Cvorovié, 
Nikoli¢ 2015, 299). Jewish community in Serbia was almost completely distroyed in the Holocaust 
during the German occupation in World War II (Ristovic 2010; Cvorovic, Nikolié, 2015: 300-301). 
More than a half of the surviving Jews moved out into the newly formed state of Israel in the period 
from 1948 to 1952 (Lebl 2007; Cvorovié, Nikolié, 2015: 302). Nowadays, the Federation of Jewish 
Communities in Serbia is an institution which connects all Jewish communities on the territory of 
Serbia. This community has 3300 members (Jevrejska opStina Beograd 2016). 


The Serbian-Jewish singing society — ’’Baruch Brothers”’ choir 

The Serbian-Jewish Singing Society was founded in 1879 in Belgrade (Sindik, 2009: 455). 
The changes of the choir's name indicate the changes in social and political atmosphere in Serbian 
society throughout different historical periods (fig. 1). 

The choir was originally called The First Jewish Singing Society. This name was changed into 
Serbian-Jewish Singing Society a year later. Under this name the choir worked until 1941 (Hofman, 
2004: 36). The name itself shows the concept of cherishing Jewish tradition and building mutual 
Serbian-Jewish relations. What makes it special is the fact that ever since its founding the choir 
has been ethnically mixed with a larger share of the majority people's members who primarily 
cherish musical inheritance of a religious and ethnic minority. The whole situation is inasmuch 
more specific considering the antisemitic attitude which spread through Europe in the second half 
of 19th century, at the time when the choir was founded. Throughout 20th century and until today 
Serbian society has continuously cherished propitious attitude towards the Jewish community, a 
testimony to which is, among other things, the existence of this choir. 

It is especially interesting that many of the choir conductors were Serbs, prominent composers, 
for example S. Mokranjac, S Hristi¢, J. Marinkovié (Hofman, 2004: 36). Regarding the gender 
structure, the choir was initially formed as a male ensemble. However, very soon, in the late 19th 
century it became a mixed male-female choir. 

In World War IT during the German Nazi occupation of Serbia, therefore in Belgrade as well, 
a large number of Serbian, Jewish, Roma and civilians of other nationalities suffered greatly. Fifty 
singers and three conductors of the choir were killed in concentration camps and fights against 
fascism (Hofman, 2004: 113-114). 

After World War II the choir continued its work. Their first performance with a small number 
of surviving members took place in Belgrade in autumn of 1944. However, as a result of economic 
crisis in the postwar period and the further moving out of the Jews into Israel the choir continued 
its regular activities until 1952 under the name of "Choir with the Jewish Community of Belgrade” 
(Hofman, 2004: 31-32). The choir was named Baruch Brothers in 1962 after the communist 
revolutionaries (Hofman, 2004: 36-37). 

Today the Serbian-Jewish singing society — the Baruch Brothers choir is a section of the 
Jewish Community of Belgrade. Rehearsals take place twice a week (and more frequently when it 
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is necessary) in the Jewish community building. 

Concerts often take place in the congress hall of the building. Ever since its founding the choir 
has been financially helped by many institutions and individuals like the Memorial Foundation for 
Jewish Culture, The Dutch Jewish Humanitarian Fund, etc (Hofman, 2004: 52-54). 

Every year the choir gives many public performances, concerts at home and abroad. The 
repertoire is modified according to the requirements of the performances. The choir regularly gives 
performances at commemorations in the memory of the victims of the Holocaust. Their singing 
performances can also be heard in the Belgrade Synagogue. 

The "Baruch Brothers" choir has a very rich and versatile repertoire. The conductor Stefan 
Zeki¢ humorously says that the choir sings musical compositions "from Bach to sevdah", meaning 
that their repertoire consists of classical, spiritual and traditional compositions. When we speak of 
sevdah, it has to be pointed out that many songs which belong to the genre of sevdalinke and are 
very popular on the territory of former Yugoslavia, are actually of the Sephardi Jewish origin. The 
choir has a large music notes library. Work conception is such that the Jewish and Serbian cultural 
heritage is primarily cherished. The choir repertoire contains various patriotic and heroic songs 
together with the Jewish and Serbian spiritual music. 

Regarding Serbian composers, there are works of Mokranjac (audio ex. 1), Hristic, Tajcevic, 
etc. Jewish authors' works include compositions of H. Aleksander, S. Alman, E. Amiran, K. Beric¢, 
L. Bernstein, etc. (Hofman, 2004: 57). Beri¢é arranged the Sephardi songs and some folk songs in 
Yiddish. Regarding the Western Europe music, the repertoire is very comprehensive (audio ex. 
2), starting from the works of some old Renaissance masters like Di Lasso and Palestrina, then 
Monteverdi, Bach, Mozart, Dvorzak, Vivaldi and others to contemporary alive composers. 

They perform a capella program, but vocal-instrumental works, the cantatas. This was the 
first amateur society which took part in an opera between the two wars. They sang in the Belgrade 
National Theatre in The Bartered Bride by Bedrich Smetana. At the annual celebration of the Victory 
Day on May 9, 2015 they sang a Partisan song "Through the woods and forests” and some other 
songs from the national liberation struggle like "Side by side with Marshal Tito”. The next day, May 
10, on the Day of the suffering of Belgrade Jews — at the place called Staro SajmiSte they performed 
these songs in Jewish. At the celebration of 100 years from World War I, in 2015 the choir took 
part in the project "Serbs of the faith of Moses in the struggle for the freedom of Serbia". On this 
occasion they performed a lot of Serbian patriotic songs and they were partly sung in Jewish. 

The Baruch Brothers choir sing their repertoire in several languages, Serbian, Hebrew (Ivrit), 
Yiddish, Ladino, Church Slavonic, Latin, English, French, Italian, etc (audio ex. 3 and 4). 

Most choir members do not speak Ivrit and the lines in music sheets are transcribed into 
phonetic letters in Cyrillic or Serbian Latin. To pronounce the Ivrit correctly they get help from the 
Belgrade rabbi Isac Asiel. When they were in Israel giving a concert, Stefan Zekic, the conductor, 
was congratulated on his good Ivrit and nobody could believe that he didn't actually speak the 
language, but only could sing in it. I recorded a similar phenomenon in some other Serbian choirs 
where members couldn't speak the language they sang in. It can be concluded that besides languages 
we speak or have a passive knowledge of, there are also languages in which we sing. In this case, 
singers just convey the message without deeper understanding. 

The Baruch Brothers choir had a prominent role in former Yugoslavia. Apart from giving 
performances throughout the former Yugoslavia, choir members also had many performances and 
tours abroad. In the second half of 20th century, during the "Cold War" and the block division of 
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the world, this choir from a socialist country had many concerts in the so called western countries 
like Switzerland, Great Britain, etc (fig. 2). In 1978 the choir went on a very important and big tour 
in the USA. In 42 days they went to a lot of towns and cities on the east coast. The tour included 
a concert in Carnegie Hall in New York. The day after their concert the president of SFRJ Josip 
Broz Tito visited New York. During the tour the choir members stayed with Jewish families in 
their homes. In this way personal contacts were made and with them a certain kind of micro- 
multicultural dialogue (fig. 3). 

Diachronically viewed, the choir cooperated with a number of instrumental artists, orchestras 
and vocal solo singers. Although being a primarily amateur society, that is to say, one does not need 
to have a formal education to be a member, throughout its long history many professional musicians 
also sang in it, among whom some opera solo singers. I will name here only some of them, Dyjurdja 
Kaéarevic, Jadranka Jovanovic, DuSko Cvejic, Breda Kalef. Famous actros also sang here, like a 
Serbian actor AljoSa Vuckovic. 

The choir made two LP albums and one CD. They received numerous domestic and 
international awards. 

The Baruch Brothers choir has the board and the arts council. The conductor is the one who 
has the greatest influence on the forming of a repertoire. Stefan Zeki¢ has been the head conductor 
since 2006 and he has been a member for 18 years, since his first year of high school. Additionally, 
Zeki¢ is a conductor at the opera at the National Theatre where his predecessor Dejan Savi¢ was 
also a member of the Baruch Brothers choir for many years. 

The Serbian-Jewish choir has always been gathering young people together (fig. 4). In the 
interviews my informants were always stressing that one of the main motives for singing was — 
"socializing and communication”. Today the majority of singers are Serbian too. However, besides 
them and Jews, there are also some members of other nationalities. It is interesting to mention 
that the current director of the Goethe Institute, Matthias Muller, joined the choir shortly after his 
coming to Belgrade 3 years ago. 

Currently, the choir has 80 members and 40 of them are regular at rehearsals. The percentage 
of young singers, between the ages of 20 and 27, mostly students, is currently the largest. There are 
about ten singers who attend high school. There are a few middle-aged singers. There aren't many 
older singers, those over 65, but they do come regularly to the rehearsals. The oldest singer, Abinon 
Silvio, is 70 and he has been in the choir for 48 years (fig. 5). For years he was a solo singer and he 
played the accordion. There is no generation gap in communication between the choir members, it 
is obvious that they function harmoniously. 

In the late 1990s during the breakup of former Yugoslavia and a great economic and social 
crisis, the choir was thriving as for the number of its members. About 100 members were regular 
at rehearsals. The rehearsal hall was full. I would like to remark that there was a keen interest in 
joining choir ensembles in Serbian society during this period. Around 2000 there was a sort of a 
shift in the Baruch Brothers choir, the number of their members was decreasing. 

As for the gender structure, women have always been a majority, they make 2/3 of the 
membership. During my research I came to the information that regarding amateur singing men 
often have prejudice that it is not "a manly enough activity”. On the other hand, there are many 
married couples who actually met in the choir. There are ethnically mixed couples. Singers bring 
their children to choir rehearsals. After the rehearsal they continue to socialize. The older members 
point out that diachronically viewed, there are certain differences in the way and intensity of the 
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social interaction between the choir members. Namely, in the period from 1960s to 1990s choir 
members were spending much more time together. After the rehearsals they continued to socialize 
in their homes, but more often they went to restaurants and cafes. The economic crisis in the 1990s 
limited the socializing to home visits. Since the 2000s there has been a tendency to socialize in 
public catering facilities again, but they still stress that "it is not as it used to be”. 

By analyzing the information acquired during the research it can be concluded that during its 
long history the Serbian-Jewish choir Baruch Brothers has been contributing to cherishing of the 
interethnic and multicultural dialogue primarily on the micro-level, among the choir members, and 
consequently with its own example on the local community level — in Belgrade. The role of concerts 
on tours and visits in Serbia and abroad 1s to establish a dialogue on the global level and to testify 
about the culture and the link between the Serbian and the Jewish people. 


Audio examples 

1. II rukovet (Second Garland), Stevan Stojanovi¢ Mokranjac. Live recording of the concert held 
in ,,Cvijeta Zuzoric" Art Pavilion in Belgrade, 2008. Baruch Brothers choir conductor Mr Stefan 
Zekic's private music archive. 

2. Antiphons (Psalm 103), Alexander Gretchaninov. Live recording of the concert held in ,,Cvijeta 
Zuzoric" Art Pavilion in Belgrade, 2008. Baruch Brothers choir conductor Mr Stefan Zekic¢'s 
private music archive. 

3. Simonah Midimonah (Chaim Shalmoni, lyrics, Shlomo Weissfisch, music, Joshua Jacobson, 
arrangment). Live recording of the concert held in Belgrade Jewish Community Hall in 2007. 
Baruch Brothers choir conductor Mr Stefan Zekic's private music archive. 

4. Hasidic song, Aleksander Vujic¢. Live recording of the concert held in Belgrade Jewish Community 
Hall in 2007. Baruch Brothers choir conductor Mr Stefan Zekic's private music archive. 
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Lemon 1. dgmamow@ab bamdyem-gdmoymo axybeon dd9d0 60Mb6960. axyoeoob Mago. 
Figure 1. The Serbian-Jewish choir Baruch Brothers from Belgrade. Baruch Brothers choir archive. 
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Lamson 2. dqmaMms@ob baMmdyqem-gdMonmoa ayben ddgd0 d0%4b67930 Moosbamegbob bogm- 
msdmmMabm Bgb8o030mbg, 1977. axbeoob oMogo. 

Figure 2. The Serbian-Jewish choir Baruch Brothers, Liangolen International Festival 1977. Baruch 
Brothers choir archive. 
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Leymonn 3. dgemamoe@ab LaMdyem-gdMoym@mo anbeoob, ddq30 d0H7b69d0b bo3mbi3gMGm GxyMby 
odd-do 19786. axnbeob sMogo. 

Figure 3. The Serbian-Jewish choir Baruch Brothers, USA tour 1978. Baruch Brothers choir 
archive. 


Leaymonn 4. dgemamo~@ob LaMmdyem-gdmMoyemo anbeoab, ddgd0 d0M976 9d0b 3mb(3gMGHo yrmemoM3 
8mmdoa, dgmaMoe@o 2015. axybeoob oM4ogo. 

Figure 4. The Serbian-Jewish choir Baruch Brothers, concert in Kolarac concert Hall, Belgrade 
2015. Baruch Brothers choir archive. 
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Leymomn 5. dgmamo~@oh LamMdqem-gdMoyma anbeoob, ddqgd0 d0Mb9d0b Amdm~g|Msemn wo 
Loam abb SMydgobGomoab&o od0bmb bog~mges. axybe@ab omdogo. 

Figure 5. Baruch Brothers choir singer and instrumental solo player Abinon Silva. Baruch Brothers 
choir archive. 
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¥39M3 9Mmao h3gbasgobo 394 dgdemgdb smowmg0bmb y¥3g9~mo MIMMsI@] oMbId4qe~mo 
90.56.3980, (36 690736955 0 bogfaMmgde@s bozqomoma Ms30b godomMamydob, M306 
oM 3000640760696, Ms LomJdgemb sddmM6@0 690M36960b bodydo, Ms~@gob 0(3™@6b976 (06 
230Jmde@6976, Hrd 0(37@ 696) Mob 639096@0 ob. dob dqd@ 9g, (36409 96d0b d6memmde@g, 43.96 
6907736980b 50(33907960 goa". 
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Igbs39em0 

AMe@gbs3 JoMny_m FBMowa3o0yjm Aybogodsg Dbygemmdgb, 0439680, doMamo@se, 
DMogoembdnsbmdobs wo dob qmayegh ammd9db9q Bqmmgds. Myd(30, abaiy BQofGoo, Mmd 
JH 3036g4e0 ab&MMaymo BHM E3gbgd0b dAg@Ja9@ boJoMa3ggmmb oMs gMM BxyMbgdO 
(gaxyemobbdmd aLSmmMayen boejoma3gmmb 9M08mHo gab) boJd9 agodgb dmogoembdoobo 
AybogomyMa IMs 4Gogob Gy3q8obmob. sdab gMa-ghan y3qmob97 Comgema asdmbs&ymgdo 
dgbLbyma AnbogomyMHn ©nsmga®Goo, bow@o(3 IAMogoembdnsbmd5 dmmonsbs@ fosbs(33@~o 
gMabdosbmdod. 

Dg b6yM AqbozomyAM BymB yModo IMogombdosbmdob JOHmdab boganbo sfSyoemyMns 
SMS DEMEMMEO MmygocmMo, oH3djO, BMas@s@, 9d 8AM3gbob dbmamom daaMs3agdabs wo 
HMobobgymByMmyomo Gye j6(309d0b 3mbS qbGdo aobbama3ab mgombodmabane 3. qobeopbo 
dmbs(39dg9d0b mobsbdow, XX bowygybob dgmMy bobg3MHa~@0b dbmamamb ome gMm bAyMBaemdo 
dgnbadbgd0 Dhogoembdosbo LobodmgMm sMo4Gagob Eo3oMa3zo0b AbsMeo &96e 96/309. Mmobo- 
d9EMM39 gmomdnbogmmangMm gmMHyjd9dbq od MAdob Lo3dome wWn~w@a yYMoseE~M|do JmImMdo 
(Jordania, Nettl, Christer Irgens-Meller). 

DgbbyMm AybogomyM Cwosemg|Sdo IAmbmMambayMmdob aodoGmbgd0b doojbgd0b 33- 
mggobob 0339mMgd0 daMamsen 3ambgs: Ms aobes boJommggmmb od Mygaambdo d3gemgbo 
SBHMJambyMa IMogombdosbo L&oamob as4fMmdob daMamsga dob9b0? 


Abagab JMabGoasb yen ws abemsdyyMn 3m6(3993(39960 

oy gMadobgnb mH Agboz00em~MH Maoemodob dgZg~ysoMabsM|dm — ANbogs JMabsosbye 
©d abesdym Agbbgmdo — Mo~@ojzoemyMoe aobbb3g03qdqe~m dm(39djemmdgdb daZga~gdm. of oMe 
dobmeme dybogomyMa sb6Mmg3bg9d0b MMo QmMdab — Jhogoembdnsbmdnbs ws ImbmeanMmdab 
OHH AM ZY MAYM YOM aoeo33qmobaob, oModg~@ Aybozab mM, MgabmdMngs@ aobbb3go39d44mo0 
36399 (300b dg8aMabsMydobmsb6 a3043b bod. 

qoMHaymoa dmho3gombdosbmds, Js dmmoab dgbbyMa3, mogab dahamee@ aodm3emnbyd0do 
BM gZoeMNMa dNbQdnboo Ws ogMansbydb boMdsMa yon wo JMabGosbyenn 3-jyem8qyMab gengd96- 
gdb. dhaosgbose bb6go JmabSosbyema Aqbogomyho yymByMgdabo, 3myzocmM IMogeembdoo- 
Bmdeb Jomayema gnbmbab mamgdyegdome Lob& dodo Bsdy3ge6n se@anmoa g¢oMs. dj69d6M03- 
as, JMobSosbyenn dgbbyma gmzomyMa dmhogombdnsbmds asdoddo~mnsbydyjemn Jomaggemgdab 
dgq(33m0~m (36mdngMgdedo0 39MM AgnboMAybgd~@o 00939 MOMAQdyYEmM|dob, M3 dob obemod- 
0%9(309de@9 B4Jmbes, Mobo(3 djM_Q9 IMBY39 JMoZgoe~mbdosbmdab dmbmamboaa fhsobs(33~~mgd0. 


336 asos yajyyood9 


RBMoban sbhmMmd3memmaob, myo ooydmbob dogM dadydoggdyemn MaMAdym|dgdnbs wo 
dom dog Bomdmgdymoa jgym&ByMmymo gemgdg6S dob LAMA I®y_yHymo agmMoMdoob 3mb- 
(393(300b Mmobsbdoe, Bym&jyMob Mo~wongomyMo (33~@mamM]d0 beogds dodnb, Mm39 sbo~mo 
MAM {dyemgdgd0 ob MAMAdgyEMIdgd0b sbEM|_dyMa Aswogobydo Jdbob BymBymymo g~9- 
dgbGgd0b shoe aobemoagdsb. DoMmomns, BmangMma 99 gm gdI_bFMoaobo HMoseoa(304yj~mo0, 
doamsd agmMoMdasdo 9%3 9M Jomasbb smoM sytoMos3b ob se@gamn, M973 dobsdeg 84mbeoo 
(Robbins, 2008, 85). 

oy Agbbgmab abemsdqm dad330eEMQmdob CayImbabgyema 3mMb(39q(300M aobgnbamo3m, 
09 3yymb do abemsdob wod330eEM Qd0b dgdeEga, JMabGobymn MaM{dyYem {domo bLab&ydo aber- 
SdVMds Lab&{d0d Aosbs33emo, Modo(3 d3gmo MaMgdyEMgdg9d0 R306 3e~mM9bO9 ao~@obboo. 

IboZocmyM BymMEBqyModo od (33MmamMy|do0d dMogombdosbmoob aosbewoggbodo 383m30 ao- 
ImbsGyemgds. Abasgho 86m39b9d0 Mbdomymoab od3g9MosdGo dadogo~m L630 dmMo3goembdosb 
IM HYMHIdd0(3.—_ QadboMea jd, ImbmamboyMmdob ge~mgdgbHL AMogembdosbmdob abam 
ddms3M 39Msda(3 36@gd0M, MMaMMa(399 dSo~Myobgmoab bsbgZeM3ybdyomn, Mo3 LomMMm|Je 
ImMbmeoab aogmgbsbmsbss 3o3doMdo. 


Hs EMMn~sSb JMjd9 IMsgaembdansbmds Agbbgandn? 

dJs@Modob dagh asdmzombyema 94gbo bogemab 18 yby3gbo s@obSymydb 1890-1920- 
asbo Bengdob hom3gmam dgbbgmda mM eo bodbdosbmdoab oMbygdmoob. dob dogm womadbom)- 
dqjemo oeoam dobommob qeonggb bsbo~ma ImbmambayMa LodegMygdns. IMogombdosbmdes o4f 
domemme d(3aM J~@0 Ksdm|dames boMIME@Eagba~@mo. od bodrmgddo de60 dabads~myMo bobo, 
bj@o bdo 30, Jobmeb dJg~@oMAd0M, bdaMs@ a3b~mgd0, aobbb3g03960mM Modoqmobasb, bows 3 
VII-] Log g64yM0 dg~@oMgdom 439m abdab yd. 

AgbLb{MHo Lobodm|Him QmeEy3mmMoab (Lasy30g9%0 GHbHob) 80M39em0 49d3H9d0b, 03965 
a3zoMosdodob asMe@s, od gymMb do ImaboyMmdab smbgMab damodgd¢e@omydg9ddo dobo bb3eo 
0965d9@MM39960(3 daxynamgd96, Mmd XIX boygyboab 70-0960 bemgdo~@eb Imymemgdyyemo 
Agbbgmdo HMosea30ye~o Lodmgmoab AgbMymgds dsmdbjo aosndgnsmgdyemo ynoams (ysb- 
d9a0, 1995; 3Mmbge0, 1991). 


XX bs 3y6ab damm bsby3Mn 

XX boy 3ybab 50-0960 Bemgdn@ob Agbbgmab Aybazom Mo wo, “Bmas@se, BymBymyoo 
(36M3Mg{d0 Bgem-bgmMs YOMybeE Jd BmasofoMay|™ jommodm Hb. od 39Gamedo Lobymdbogmb 
NDBIMEMMaayMHo wos AFMMgZb4yEn OOH _MyAbLgda0b Mobb3ge@Med bgema daybym Agbbgddo bobssMgd0b 
HMos@oa yoyo AygbazoemyMH-3yMBnMymo MoMydqyemgdgdab semMdabgdnbo396 LoMogg3ob. 

XX bow3ybab 60-os6o bengdn@eb abygd0 dgbbyma bLodmegmgdob bamobomoa aodmo- 
B39Mbdoosbgde. sdazgoMa somMamgmoa dgagad~@mose dmgdqd6bmm modyMH wonsmg&da3. bLogjom- 
agzImm-aNMGmabL bsdm30Mbq I~ gd0M] Lag em LoMaab JomMayAm bsba~mdo d(36m3gMgQd0 
mobgdob badmgmydn, Mmdemgd0(3 EEL bod bdoda DdM|_M ds, XX bow 3~j760b 60-70-0960 beng- 
dob daybsde@g, ob939, gambdosbo anym. Jomo gsdMogombdasbydo ogoMaemo Agba3ab dobbs3- 
mgdemgdab Imagobymdob dge@gans (360390d30~m0, 2015). 

mobognbs oy dgbbgndo dagm bom Aybogob Jobbogmygdmgdb owgbGqMo Dobos 84ob- 
MoM. Jom 9d BxyMbgAgGd0b AnbLogomAMa (36mM3gMgQd9_ 33M93 JoMOYAD Bommodm sda Whos ~wo9- 
dMjbgd0b90. 

Amegbs3 Lboydoma XX boy 3bab damm bsbggmab dgbbym dqbogomynm jymSyMob 
J6900, aobbogymMygoyjemn Dbod3zbg~mmde MMH B8aMMgbgZdob bes Jog034q4qmbmao: dros s~moy- 
Bsdgomb, Amamm3 Agbbgmdo Imog3zobg gMmse@gMa Mma gbombse~m mmBdoMb wo 30emgM00b 
dJsmmMedgb — Agbbyma dqbogomynhn gmm3emmMoab 4330mg939M-dgqd 3M gdb. Od30, Mramh*3 
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(36mMda~@mns, JsmMsd9d@] 9d BxyMbg\dJO MMHn wWosdb3sg9MZaMN bsbosmab gqbs8g~@a(3no AoBoMmes 
(1930 Byemb — domas dd3qm@odob, 1949 Eg5emb 30, aGname Aba33edob baemddm3s6jemdno). 

1961 Bemag@sb dmymemg dyno 1983 beab fom3emam, 39Eg9M096 ds@madob baemdmdm3s65- 
mmdaan IgLbqm-Yogo06gado 11 g7dbdqe@a300 demgbym, MHmdem|dda(3 saa~mmMdMaga Ayqba3mbgyd0 
Md JMO~MaMsa 90/3 OMgd@b76 Imbsba~mg|mdsb. od gqb38g~@a3agdbo wo, Kmas~@oe@, Agbb6gmob 
bodgdbmymadem (3bm3gMgdsdo asbbogqmMmgayem ombad3zbob dmambm3b dros smonbsd3o- 
cab Moen. 

1955 Bomb moomoabab gmbbyMg08mMoaab boaybeom-bo~eoMayMMM RoBymBJGHob gaymb- 
MoIMd{MIZdyem omoambsd3a~@mo Lodydome oboe~m30bgdo aooboba~gb. 0d 3ymbgdo Jobo m3- 
Mogae dmagebgmds 50 Bab Imagogb. 

dJomModyg-smorbsdZzomab 95@sd7d939d9ddo BoMdmeagbama Maha®s8oayemo dynMoombo, 
dys Cd Hawes bIsbh IrGab GH M30yEMo BmMenbs305 od badyQd_dL JoMam-3ZobyMH ~wns~my- 
J®msb sgogdoMgob. Bmasw@se, soe gMana dq3bagMa s@mbadbs3b, Mmd AgbbyMn Jgemeon30 
dagema Mago dobsboomgdemgdam dbasghgdob sdymo36gdb Jomom-jobqyMmoeb. Logomoyome, 
5d MM CENSEM|dHL drMoab 3o3gdaM\d0 dhogombdosbmdob 8o389dd0(3 ows ymoRnmaym sboby- 
mo. JsMamsmos, Agbbo yoeyggqgbgdob hobsbyMgdn dhogombdosbmdob Mmdgmad, 3mb3M98 Qe 
Gad8ob dgbob9d godGmdM03 (3me@bsb 39M agodm|3b, Joamsd Mmogns6bm aowmodyds3969ddGo0 
JsmModj-smormbodznemds sMAg306o MoahaGsGoym dsyMeombdy dghgMgb. JoMmem-gjobyMmob 
ao3gmgbo mogb ofigbb 09 bodegmgdab dgbMyema9dob dobgMsdo3 (sq~@omdoa. 1). 


AgbbyMn HMseoa(3ayyemn LadmgMab msb69dgeMMgq LsdgdbMaymydemm 8Mmdenqdg60 

MOM |Z06@ 9m0 Agbbgmab bobodm|Mm BMofJGazodo bdo sImobGo aodmaymas. | — 
HMseEa3o0ymoeo Ji3gyemo dmobmamboaymo badmgmyd0, Mmdmoab doGoMgdgemazoo, Jogocman- 
Se, AgbbyMa HMoe@a3agdab (3m(369E—M Jo(3agG@MdBg~@ns@ sMnsMygdyema gmbmammMo JoMood 
yqybod9 (dsm d8dm); Il — XX bow 3y60b 60-80-0096 Bemgddo asdMogombdoobygdyye0 bo- 
AIId0 (ommmbsdZn~@Mn-dsmModob AnbogomyAGo A_7d330@EMQMd9), MmIE|dbsy3 sbGye~9- 
396 Maaomb4ye~mo obboddengdn; Ill — ymaoda aogM3qgmgdymo MgA3IgMRyQoMo, MMIdge~aA(3 
XX boy 3ybob 6mm smbemgymg|dsdew@9, daMams@s@, smdmbo3gmyMa Bobagdom aym bom- 
Ime@agbamo. sdysdobwegm Agbbgmdo, bofJomaggqgmmb bb6go 3ymbgqd0b dbasgboew, boemb- 
06M Mo3ZyMn~MmMd9dbq LoymagmmMoemea ao3gM(39~mgdyEMn MobsdQeEMM39 GHoadob bodmgmydo0 
LH ymeogds, MMIg7mMd(3 Mobbe~mgdob wmm-asMdmbo ob Bemogadgdnsbo g~mg48Mmobyemo 
bo3Mo30 4693b. 

Mo3 dggbgd0 MdamabyMm sbboddam|db, AgbbyMHo LobodegMmm Ma3sqMBxyoMo of dobo- 
dommjMos@os boMIME@Eagboamo. od sboddemgddo Imm3sb9 Jommggma gnbmdagbajgmemagdeab 
dagM aodMogombdosbgdyem 3:0M0968 ddo dgnbadbgdo AybogomyAMa GoJbSoboe@do dodbo- 
JoemgjMseo RBAMbam Jawamdo, Myd39, dybgdMago9, Loo{HMM~ gemgdIgoG Qob gb badydg- 
da(3 dg0(303b (sj~oomdoag. 223) 

bes smabodbmb, Mmd ImbmambayMoa bLobam dadmMAgbama dgbbymo bodegmes aod- 
Mogoembdnsbydab aoMydg bi3g60bQq Mod GmdMagoo@ 0M LH Ameo Jd0, M73, 998 6omoe@, bob- 
(396m gbag&ogab drabmgbgdomss bo3z0Mbsb930. mobsd9@MM35 LodgdbMymgde~mm 8Mo7J- 
8o30do Bgbo 39M Amagows 393 9d ByYmbab YoEM@o DHMdob LodegmMyddoe, MHmd~mgdny3, 
Yos3meo, adbobyMgd96 dadLMymadgmmo dbMo~@sb d9& 06S Mgbb. 


MHS 89ML394 G39 sdgb bLooMJagm fsbsbyMgddon ~s(349em AmbBrmambayM bndydqdb? 

domByoebqgmab Jaqybgdab asdm3@amydob my aognbnoM dm, MmIdmg|dd0(3 Mbdo~me do- 
AMoOmdab bofoMm3ggmmdy 4yR\mM bobaMdemago bobs asdmosMgb, od Jggybgdo0b dag~@m Moa 
MJQ20MbgddGo, yroodo, Ergbo3 (3m(36o~@m0 bLobam 3b~e gdm ImbmMamMbayMa Godsab bodes- 
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MOL, MAG abGmb9(304M Bymdsdo odjzoMose@ Dgnbadbydo0 HMAM|Ayemo aogemgbo. od Mg8- 
JMG®NoMb bobyg6mr (36mM3gMyd9d0(3 o4gh bogeymoMo s~@aomo. 

bLob(3gbm gbog8ogo a3ggMw@am Mad aAs@o3EMM, IMbMamMbayMo Lad~rgmab dabMmy@ydn- 
bob qboabmbyMmdob 86mde~m dab bobsdg 3e@a 960m, Mo(3 IMog0embdosb bndd9d%9 sObBMe@oo- 
ma Jomayomn &Mow@a3oymo Aybogob dadbMymadmobagab Hy4b0349M% 7 IgGow, Ig6Go- 
MmyMos@oss Mama @sbodm|3Z0. bobb g4yb30d, LOmMMQ@o0(3, MMI, J_ZbGHomyAMoe@. 3R0]4|Mmd, 
bBIIMA aosbba~mym@m Lb3go eEoboMhAgbmosb gMamoe@, gb ymabaSymo dgymogbgdemmdo 300 adab 
dobgj bo, md IAmbmamboyMo bombyMHa Lodmegmygdob woabmbyMm dgbMympdob Jomaym 
Lobgg6m 8Ms48o30do oM 363@ 960m. 


sb 336s 

oJ aobbom yds bogambgdde j0@93 QFMOb{IM Jz0QaMEe boMdMofabs, Hd Bxym&yMab 
bgdabdagMo dmbs(39d0 dgndemgds a9(3M(36emeagh domemme Mmogabo EMmab obSmmMoy~m-dbo- 
23046903 9EMMdMNg YMOG bSdo, ber3nemyG-3menGagyMo 36mgMgQd0bo my bobmasemy)- 
dab MgmogoyMHo oo DboH\gMymo Fomdmeagbgdob ymbb9. 

ory d9dmMM aobboemjm bo3zambgdb dgg0K%9dgdM, Dgazgodmns, Wogob336om dzdeE gan: 

¢ —1890-1920-0960 bem gdb fom3mom, IMoZomMbdooba LobodIM|Mm 8Mo4Gago (33690 
Lobam ombydmde@o Igbbgado. 

© 9d 8Mo4Gogzab wo30Ma30 MH Bye GByMHoab (obemsd-nmo Cs JMobGoo6yeno) bod 330MM™- 
Loba(3m(36emm dggzo6gd0b dgm@gans, MMdQem2(3 aLEMsdyM Imbmeoanb LoboMajoemme WsbMyjmes. 
5439 “bes o~nbadbmb, Mmd dmbmennbs wos JMogombdosbmdnb sdagoMdo domeossobydamdo 
yMAnngMamMd dds, Logo gqyemByMyddacg_ BaM3gmoab aodo8mb do aobossoMmes. 

© XIX-XX_ bosgaybggdob doamog3oyemds 8Mm3gb9dd0 Dbadgbgmm3bo@ dq(330cmo 
AQg0Mbab gmbajzyQMoa dso~mobbo Es, Jgbodsdabow, BymMByqMymo mbH JbGHac3. 

© 9gGmdombymHo dhogombdosbo L&amoab ,acdmmdob" gmm-gma aosbdbobm3mygm 
R54 HMMM I—Mab joes aob3gaba~mma LmdbyGo (MmI~ob GHoenyoyjemo Igbo jo 3, 06939; 
IMEMEDNMHns) BoMMEM0(30dd0(3, SMIEaL BAMA VM YM OMmdnboMydobs3 Ggaombda x96 
MLIs@myamab, dgdega 30 IgQab Mybgmoab addgmMas qbymdeos bomb. 

© XX boy3qbob 60-n060 bemgdn@s6 Imymengdyeon OM|d@] dgnbadbgdo IAgbLbymo 
Lodegmab bamebsma asdMogmobdosbydob ddmogma &gbe@g6(300, MI(3, ghMao dbMog, 
8Mr M0 GHOBZYMH-3yMByVymo, dgmHy dbMag 30, bdob~@s ANbozom yma  bosbMm36bm 
dobsboomgdmydnmes aobsoMmdgdyemo. 

ogdob dobdGodgd0@0b aodmd~@nbsMy Agdo Jbyxgemmeoob wobMymyds of Imdobg3b. 30- 
d90M369d, EMmoaL 9d d(30M] Imbs33g9mMd0 dg3dQm0 boMdmdghnbs ab dbod3bge~ms3o0bo dm3- 


mg69d0, Mobo3 gb AqbogomyAMa wnsemg| Go obobogb. 

Igbbymo GHMos@a3oyemo Aybo3zs ofS yMgymBqMmymn aowsj3gnmgoob mgomnsbge@30- 
ob 33m g80b dg8oe bonbG Mgb~ mdag4Gos, MmdAgemays, Yeo3gme, adbobyMydb bomebsem 
dgbbogemo-8mdymoModbo309b. 
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BAIA ZHUZHUNADZE 
(GEORGIA) 


MESKHETIAN FOLK SONGS —- FROM POLYPHONY TO MONOPHONY 


“None of us can ever retrieve that innocence before all theory when art knew no need to justify 
itself, when one did not ask of a work of art what it said because one knew (or thought one knew) 
what it did. From now to the end of consciousness, we are stuck with the task of defending art”. 


Susan Sontag 


Introduction 

When the discussion concerns the Georgian traditional music, the accent is mainly made 
on the polyphony and its most complex forms. Yet, it is also true that, due to painful historical 
processes, in many regions of Georgia (territories and provinces of the historic Georgia are implied 
here) we deal with the cessations of the polyphonic musical practice. The Meskhetian musical 
dialect can serve as one of the most evident examples, where polyphony has been completely 
substituted by monophony. 

Cessation of polyphony in the Meskhetian musical culture is an issue topical not only in 
view of the local context, but also in view of discussions of this process in the context of global 
migrations and trans-cultural tendencies. According to the most recent data, since the second half 
of the 20" century in many locations of the world there is observed the growing tendency of losing 
of the polyphonic singing practice. The modern ethno-musicological forums pay quite a lot of 
attention to this theme (Jordania, Nettl, Irgens-Meller). 

During the research of the domination of monophony in Meskhetian musical dialect, there 
is Shaped the major question: what has become the main cause of cessation of the most ancient 
aboriginal polyphonic style in this region of Georgia? 

Research hypothesis. This long-term process of substitution is connected with a three-cen- 
tury long domination of the Ottoman Empire in this corner as well as with its islamization. The 
latter event has made important impacts to the cultural context as well. Since the epoch of domi- 
nation of the Turks, it must be also specially mentioned the cultural domination of the Armenian 
Catholicism in Meskheti. The Armenian Catholicism has been directing the anti-Georgian politics 
well agreed with the Tsar's Russia. The Meskhetian polyphony has been found itself, on one hand, 
in the Turkish entourage, and on the other hand, in the environment of Armenian monody. In view 
of preservation of the national identity, the situation was still worsened by the migrational process- 
es caused by the violent politics of Tsar's Russia. 

In my opinion, exactly the above-discussed migrational and cultural-political processes have 
turned out to be factor causing the final "disappearance" of the autochthon musical culture. 
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Christian and Islamic Conceptions of Music. 

If we compare two musical realities with each other — music in Christian and Islamic Meskheti 
— we shall have two radically different sets. Here not only the intercultural intersection of two forms 
of the musical thinking, polyphony and monody, can be found, but also we deal with the opposition 
of two, qualitatively distinct concepts of music. 

The Georgian polyphony, including Meskhetian one, has a vocal nature in its major type and 
integrates the elements of the local Heathen and Christian cultures. Just as it is true for the other 
Christian musical cultures, vocal polyphony occupied the leading place in the system of values of 
the Georgian ethnos. It is natural that the Christian Meskhetian vocal polyphony could not retain 
the same values in the altered cognition of islamized Georgians to the extent as it had before islam- 
ization. As a result, polyphony had been substituted by monophony. 

According to the concept of the structural hierarchy of values and of the cultural elements 
derived from them, elaborated by Louis Dumont, a French anthropologist, the radical changes in 
culture occur in the moment when the new values of the novel reevaluation of the values creates the 
new arrangement of cultural elements. It is true that several of these elements still remains tradition- 
al, but none of them hold the same place in the hierarchy as they held before (Robbins, 2008, 85). 

If we consider the Islamic heritage of Meskheti according to the Dumont's concepts, since the 
times when Islam became dominating in this region, the Christian system of values was substituted 
by the Islamic system, which has shifted certain values to the background. 

This change has found its expression in the expulsion of polyphony in the musical culture. 
Such processes have been demonstrated in other polyphonic cultures annexed by the Ottoman Em- 
pire. Namely, we can see the elements of monophony in such strong hearths of polyphony as the 
Balkan peninsula, and this is connected exactly with the influence of monody. 


Since what Time does Polyphony Disappears in Meskheti? 

18 elders of the six villages questioned by Magradze certify the existence of biphony and 
triphony in Meskheti by the 1890-1920s. The greatest part of the audio-materials, fixed by him, 
is monophonic songs. Polyphony occurs here only in the form of small remnants. Among these 
remnants, the bass is presented in a minimal form, and the upper voice, in compare with the former, 
is met more frequently, as distinct from Lazieti, where the VII-I steps are heard relatively better. 

Apart from Ivane Gvaramadze, the first collector of the Meskhetian singing folklore (ver- 
bal texts, lyrics), other his contemporary travelers also indicate in the impressions of their travels 
through this region, that ever since the 70s of the 19" century, the performances of traditional songs 
in Meskheti have been very infrequent. (Kazbegi, 1995; Proneli, 1991). 


The Second Half of the 20" Century 

Since the 50s of the 20" century, the musical and, in general, cultural life, too, slowly return to 
the common Georgian basin. In this period, the coincidence of the ideological and national interests 
of the State has supported the aspiration of the Meskhetians for the revival of the traditional musical 
and cultural values of their ancestors. 

Since the 60s of the 20" century, there begins the novel polyphonization of the Meskhetian 
songs. Such a parallel can be found in Laz dialect, too. Songs of the Lazs, who reside in the Geor- 
gian part of the village Sarpi that is situated at the Georgian-Turkish boundary, which are now sung 
in three voices, were also monophonic till the 60-70s of the 20" century. Their polyphonization was 
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the result of the Ajarian music teachers (Kraveishvili, 2015). 

The teachers of music commissioned to Lazieti or Meskheti had identical missions. They had to 
return the musical life of these regions back to the Georgian basin. 

When the discussion concerns the Meskhetian musical culture of the second half of the 20" 
century, two persons must be paid the special attention, namely, Shota Altunashvili, as the only pro- 
fessional song conductor working in Meskheti and Valerian Magradze, the researcher and collector of 
Meskhetian musical folklore. Yet, it is known that two expeditions of scouting character were carried 
out in this region (in 1930, lead by Shalva Mshvelidze, and in 1949, lead by Grigol Chkhikvadze). 

From 1961 to 1983, includingly, Valerian Magradze organized 11 expeditions to Meskheti and 
Javakheti, with local musicians and ethnographers taking part, too. In these expeditions, and, in gen- 
eral, in the performing life of Meskheti region, Shota Altunashvili's role needs to be mentioned sep- 
arately. 

In 1955, the alumnus of the group conducting faculty of Tbilisi Conservatoire, Shota Altunash- 
vili was commissioned to Akhaltskikhe to work there. His devoted work in this region has lasted 55 
years. 

Recitative bourdon, the coordination with thirds between the middle and upper voices, presented 
in the samples processed by Magradze and Altunashvili, link these samples with the dialects of Kartli 
and Kakheti. In general, many scientists note that the Meskhetian melodic reveals similarities with 
Kartlian and Kakhetian onces by a whole range of characteristics. Presumably, the links between these 
two dialects should have been reflected in the types of polyphony, too. It is true that the records of 
Meskhetian elders do not provide us with the actual knowledge of any concrete types of polyphony, 
but Magradze and Altunashvili have focused their choice on the recitative bourdon. The influence of 
Kartlian and Kakhetian dialects can be felt in the manner of performance of these songs, too (audioex. 


1). 


Modern Performing Problems of the Meskhetian Traditional Songs 

There can be distinguished three layers in the singing practice of modern day Meskheti. 1*, the 
monophonic songs which are already turned into a tradition, carried, for instance, by the ethnophore 
Mariam Zhuzhunadze (Grandma Maro), recognized as a living encyclopedia of Meskhetian tradi- 
tions. 2nd, the samples polyphonized in 60-80s of the 20" century (musical heritage of Altunashvili 
and Magradze), performed by regional ensembles. 3", the repertoire spread in the everyday life, which 
was mainly represented by the Eastern tunes until the last decades of the 20" century. In modern day 
Meskheti, just like the other regions of Georgia, there are usually performed the songs of modern 
type spread universally, which are accompanied either by the drum and harmonica, or by keyboard 
electronic instruments. 

What about the Tbilisian ensembles, Meskhetian singing repertoire is represented here only in 
a minimal share. In variants polyphonized by Georgian ethnomusicologists working in these ensem- 
bles, there can be noticed the maximally subtle approach to the musical texts, though, naturally, these 
samples also contain certain authorship elements (audioex. 2,3). 

There must be remarked that the Meskhetian songs preserved in the monophonic state, are not 
actually performed at the stage without first being polyphonized, which 1s, to the most extent, condi- 
tioned by the demands of the stage esthetics. Neither the unison work songs of this region could be 
introduced in the performing practice, though they, without any doubt, deserve some interest from the 
part of the performers. 
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What is the Perspective of Monophonic Samples Preserved in the Archive Records? 

If we share the experience of Balkan countries, which have survived a more prolonged period 
of Ottoman domination in compare with Georgia, in certain regions of these countries there are 
still alive the songs of monophonic type, and in their intonation arrangement there can be evidently 
noticed the Turkish influence. This repertoire has its place even in the stage life of these countries. 

If we leave aside the stage esthetics, in performing the monophonic songs, we face the prob- 
lem of unison. This phenomenon is hard to overcome for the performers of the Georgian traditional 
music, who had been raised on polyphonic samples, rather mentally, then in the technical aspects. 
I would emphasize it, there is a mental barrier. I think that, together with all the other above-men- 
tioned problems, this cognitive incompatibility is one of the causes that we cannot find the unison 
performance of Georgian monophonic songs in the modern Georgian stage practice. 


Conclusion 

The issues discussed here have once again comprehensively shown the fact that any feature of 
culture can be revived only in the historical and world outlook context of its epoch, against the back- 
ground of the relevant social and political life or religious and fictional beliefs of the society. 

If we summarize the above-discussed issues, we can conclude the following: 

¢ In 1890-1920, includingly, the polyphonic singing practice was still alive in Meskheti. 

¢ The loss of this practice is the result of a deadly clash of two cultures (Islamic and Christian), 
which has been finished in favor of the Islamic monody. It must also be noticed that such violent 
relationships of monody and polyphony have yielded the domination of the latter in other cultures, 
too. 

¢ Migrational processes of the 19'-20" centuries, have changed the ethnic balance of the 
region, and, correspondingly, the cultural context, too. 

¢ We must consider the Armenian (where the traditional music is also monodial) Catholicism, 
too, as one of the factors which determined "disappearance" of the aboriginal polyphonic style. 
Cultural domination of the Armenian Catholicism in the region was first supported by the Ottoman 
Empire, and later by the Russian Empire. 

¢ From the 60s of the 20" century until today there can be observed the strong tendency of 
re-polyphonization of the Meskhetian songs, which is conditioned, on one hand, by the political and 
cultural factors, and, on the other hand, by the features of pure musical thought. 

Proceeding from the scales of the theme, I will have to finish my considerations here. I hope that 
in this short interval of time I have been able to bring forth those important events which are preserved 
in this musical dialect. 

The Meskhetian traditional music is a very interesting object of study from the point of view of 
intercultural intersections and, beyond any doubt, it deserves the relevant studying and popularization. 


Translated by Mikheil Gelashvili 
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Audio examples 


1. Laz song about Abu (a village in Findikli [Vitse] district, Turkey). Recorders: Giorgi Kraveishvili 
and Nazi Memishishi (Findikli, 2014). The expedition financed by Shota Rustaveli National Scientific 
Foundation. From the private archive of G. Kraveishvili. 


2. Avtandil gadinadira. ensemble “Meskheti’, directed by Zaza Tamarashvilt. 


3a. Mze shina. unknown performer, recorded in 1950s-1960s. V. Magradze’s audio archive. 


3b. Mze shina. Reconstructed variant of Valerian Maghradze’s recording. Reconstructed by Nana Valish- 
vili, Tinatin Zhvania and Nato Zumbadze. 
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dsasmann 1. msbyGo LodegmMs 9dyO9(LMyxgI@m0 Bobeon3mob [gabgb] Gsombdo, myMJgo0). 
Aodby9M 940: aomMan 3M9390d30~M0 Eo bobo Agdadodo (06e0 30, 2014 6.). gqb3ge@0(308 
MoMabsbbydyemos Mybmssgmab gMmgbyen0 bodgq(36a9MM eEmbeob dogM. 9. gMo3g90d30mab 
8aMs@0 sMJo3Z0@~0b. 

Example 1. Laz song about Abu (a village in Findikli [Vitse] district, Turkey). Recorders: Giorgi 
Kraveishvili and Nazi Memishishi (Findikli, 2014). The expedition financed by Shota Rustaveli 
National Scientific Foundation. From the private archive of G. Kraveishvili. 


dsasmmaan 2. dgbbymo bodgmdm badegms Jd9 dobs. 39~g9M0sb dsmModab fobsbgmob sme- 
aqboemn 30MnsbGo. sm~magbam@mo bsbs 39~@mnd3a~@ab, Mabsmb ygZob0obo @o bs&m Byddodob 
dagm. asdagms bo&m bejddod9d L8q30o~@m Moe JoMmymoa boembyMa Aygbag«myMHo dJgd~m4- 
Dgje@gj00b bobgmddmgobgmmbomgab (mdocmobo, 8d 3b(3, 20056) 

Example 2. Mze shina. Meskhetian Song for sun's birth. Reconstructed variant of Valerian 
Maghradze's recording. Reconstructed by Nana Valishvili, Tinatin Zhvania and Nato Zumbadze. 
Transcribed by Nato Zumbadze for Georgian Folk Music Text-Book (Tbilisi, IRCTP, 2005) 
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BNMAB) JHSBINISNLN 
(LdSISHOISIL) 


SQOMXILN bOSbIM! IOLNGS Sd INLN BoMOLINISN 
DILEIMNISE (890M0I6SNSEIGNL 3%d) 


Mod8yMmdamn BrmGHhage, MMdgma’3 LojoMgqemmb ab®mMosb Ayosd mob bwog3@o, 
asbbo3mMgdan sfGonMeges XV-XVI boy 3ybg9d0~@0b, Mme gbs3 bwegd0 MYM QGmab dagm 
ogomab, dgbbogmab, mobgonab, dogdgmabs wos Gom-3moMmxgoob, bmaam b8ombymab dagm 
89M Mab daGo39d0. Bomb, dogdqmob, mobgmabs ws 3g9MQmab AnbogomAM ymmyemmMdy 
Znb040M) babs Lod&mboaxydob AmbbybgQd9dn ,dMogo~mbdnsbmds Lodbm3oMasM\Qm d(36mM3MHgd0 
Aggbga4qMAd0b bomb AM Aybogedo,. GemoMyYRJoo Eb Iamnsbs@, bmam Agbbgmo jo bobo- 
CMdMn3 oMab Im|{i3gyemo OMNMgmob dadowagbemmdsdo. 

BoMRQaa Jmra3o3b sMaBgobob, Aqgmaymoabs wo, bsba~mmdMng, dmMhbab Moambydb, 
OVd(36 JoMo yma goo domemme dmMfboabs wo Aqheaymab Moambgddo, 9b939, oMMma3abob 
Moombab boggem JoMommedos (mqmdymow onoboeyemo™) dgdmmhgboemo. 0439 ~wba@o 
9M360dbmM, Mmd sbomasdbMe@jddo, IIH gb dgdmbgq30dG0, o~eM (3096, 06 Loamdbmdmog 
agama ddmdmym 9609 dqHy3g9emg00. gb sabbbgdo adam, md 1980-n560 Bemgdn~@eb bombo 
Logbm3Mgdmoe@ onMdgnob daa 8mMg30b6(309ddo as~@ogn@o. 

AgbLbga0, LojoMmg3gmmb gb dahd3gqmo 3x3mbg, MMO Loygybob aobdogemdsda odyma9- 
drm@. HAMAQmab dadowagbemdosdo. 1828-29 Bengdda wegqw@oboddmd~mmb wondMybes, oyd- 
(39, IAQaL Mybgmdo Lbgo@obb30 gMms3bgdnb bombo hodmobsbemes, Modo(3 I~egmoab IMogoemb- 
dosbo &Mo@a30nb dobomAybgd0bq Logomoemm aogmgbs Imobenbs. 

AgLbgmo dma3ogb sboer30bab, obsabdob, sbomdemedab, ognagbob, bobmbdobe@abs we 
dMMHg~Mdob Goombgdab. ogo, 9b939, Imayo3b Qmbog@ab (dggmo bobgemom Qm3bmg3o0b) Msombb, 
Modgem0(3_ 1921 Bemo~@sbh ayMqgmab daodowagbemmdsdos. LodbyboMme, od Moambab dxbo- 
ZMIH Q-MyemmM by sMobsoMa (36mdgd0 0M aoagohbno. 

srmoMyRqem badmgM9dbq bLoydmabsb 394yMe@Ebmda Mmamm3 2015-2016 be gddo figd 
dagh gadbomgayem badydgdb, ob9 1970-80-056 bemgddo s@ancmmdmnggdob, boame806 9M- 
ab Bogamamabs wo bymgndeb dghmoab swam zobyGgdb, ob939, d0oG06 09347%ob Co ocmo 
drmAgodab Mamm sy~@amM BobgGob. AgbbyMbgq go — Agbo3abd(3me@by 30Eg9M0s6 JomMadob 
dag 1960-096 bemgddo d0dn696%9 hobygMom@ bodendgdb. 

Bemo Myon, ab939, Hmamm3 L6go Bxymbggd0b, JgGy3gqemgd0dn CEoMAgbamos ba®y3960: 
4656945 5 d560 (3emsMR nme Imdsbgd9, Jodsbyds, Ijdobygd9), JoaMHsd gb qz0bsb365eo, 
AMAMMA(3 05330M39d0 a30h3969db, badbogb oMo | AbA(3ambseM Moe dobob daggqdob, oModge@ 
@sdby jd0b bdsdo symemob (GmamM3 qbabmbdo obs b9 396009200). dodobo~@sdg7 j3emoMxeyeno 
Lodmgmgd0 boMdmeagbamns 9Ma wo MMbdosbo badydgd0m. 

aosbo330M0e, Mmd mMbdosba LadmgMgdabmgab wodobsboomgdgm, ba3wbegdob dsomMe- 
mgmoddbL, GmdAg{ma(3 JgbMymydob Mamdob Inge 8Hmggbb aobeg3b (oyy~@omdoa. 1), 
SM93QIMO ofgb Logmam JomMay dhogombdosbmdsbosb. bLonb&yMg{bmo, Mmd seao~mm- 
303960 dom AMMbdosb badydgQd0e donhbg9396 Cs s~@badbs396, MHmd AMogeembdosba Lodwegme 
dogobgmados (mqGqgnob dboMgb Imdisqgujem ogoMemgdamob, Mmdgmdq(3 bobs Lod3&mboxydob 
Imbbybgd5do0 Admbeos LowydsMo) IgImMMAA6OEo. 

Md donh3, Mob BoMdmo~wagbb jemoMyqjemo mMbdosbo LodegMs? Ms sMab gb? yd3qem9- 
bo Jomayma mMbdosbmds, my EIJaMownMy|dab BMMeEy480? ddgm0 EosboyxQM{dgmo, Md 
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BemoMyxgaoab 38oMmMdgddo bom~mbyM bLadegmeb dadmgbsbs MmMbdosbmdob B8oMZ0b~@ ge@0 bobg. 
gb 0M oMab dhogombdosbmdob bofJoMaggemda aogM3g9mgoyemn |mMdo, MNd(3o JrmoMRy- 
Mo QMmB3emmmMoab Abasshbo mma badydo bagbyMaAMdA(3 Irmadgdbqd0. MMbdosbmMda0b 99 Hodb 
d9(3609960 (Abo 3g0d9, amd9M0) MMbdosbmdob qdgmab aodm3mnbydse@ danhb9396, doamod 
bg3gbyMmym bodydgddo, Agda soMam, boJd9 agoq3b bdgdab 4oRMm dadmb39q30m dabodgdoebmo0b 
(sy~oomdaa. 2,3), BemoMexendo 30 bdgd0 89MoemgmAMa ba3;ybeEgdom, Mam dob ym3gqgemmsob, 
LEmMMH je Gd ,mMasboSjdqemse@,, ImdMsmdyb (syjeomdoa. 4). 

ZMOMYRJMOG JgbowoMydemoe LonbH Mab 39e~gM00b JDomMadob dag hebyMaemoa dobb- 
nMHo IMs3gombdosbo (mdAGgbse mMbdosbo) LodmgMgdn. of a363~9d0 badydgd0, MmamM3 Jo- 
Maymo bomb yMo Aybagabmgab wsdobsboomgdgemo dqMombyemn dobom, aby — 339MGB dob 
Od 3306 dob 89Moe~mgem0bdam (sjroamdoa. 5), M93 goMa yea AybogomyMoa sb6Mm3bgd0bm- 
B0b sAggqems ((36mdabasob, 5439 @93d96, md bLsdbdosb bodmg%9ddo(3, 9b939, A3qyem~m 
ayM bdgdab ab &gMgoemyMho wosdmyza~@gdyemgds, ooamdesa. 6). BemoMyxyena LodmgMmadabagab 
30, Lag 6eonMo 89Mom@mg|mBdos Esdobsbosmgdgemo (syAeomdoa, 7, 8). sO360dbs3, md Agbbyy- 
Mo bodmgMmgdabasb asbbb3039d0m, 3emoMRymn domme gma wes MMbdoosbos. 

AMaMMH3 30EgM00b JDooMadob dHmdgd0~@96 30a9dm, Job do~md9 aongaMeos dmMo3ombdo- 
SHmdob wsg@nJboM|d9 (IsmmMsdy, 1976:100; 1987:80-87), Ms~@asb, IMozo~mbInsbo Lod~m|M dob 
DgbMy~@mgdob d6memm MoMa~my|dn, IAS gbLoamo@, XIX-XX boy ygybgqd0b dagybob boMmdme@agb- 
od. daynbyjw@o3g0@ odobs, qbomyme osmbobodbsgn0, Mmd bdoms dabodgdo dgbb4yM bodydgddo 
ya3gmag3ab Lmymns@ aoobMgd4em0 (5 oe 49906393000) Lobomss bomdme@agbomo. 

AgbLb6yM badydas bobo ,x@gd0, JoMayema boembyMa Aynbagabngab wosdobsboomgdgm 
RhomAmgdda ws boMdme@agbamns dsyMemby~mn dobom (sjroomdsa. 9), doaMsd, aoM 339m 
bsboemda, 30dgmMg9d, bogdome@ dobsdhbg309 Jomayema Aybagabmgsoab (36m dmsgemgyb9d0 
(sy~oomdaa. 10). 

ofgc@ob asdmdenbsmg, abdab 3ambge — bmd of BomMdmo@agbb Jomaymoa dygbazabmgo0b 
oMos@osdobsboomgdgmo dgbbyMHa JMogeembdnsba badydgd0, gemoMyRyjem badydgdmeb gMmo«e, 
qoMaynma IMogombdosbmdob wWozoMagzob Jomemme dgegab, my Bmaswce, Igw@gameb 9M- 
MSO, IMogoembdosbo LodeagMadob aogmmbdosbydob a bob? 

99 mgdo9 Loo, x9M 30093, yqyMboe~m Aybogab 2015 Bemob Ne4 bmdgmdo woo- 
dg¢eoo (qoMoymse, wobwosmMaryonn 3938548)c00b 300). dobdoa gmbmdyba3mmmagdb 3mbm3- 
©, addIMg_M|J39M MoZ09bMn o'dMo Aad dobj~mAYEMAdoLMs6 Cojo3dOAMJQd0M. 80M3Z9~m0 dJoodg- 
gfroamydom, 939090 doMhos dbmamamb bbgo@obb30 J3ggybob AybogomyAMm [Byem8yMgdm0b 
doma dg~@sM 7d; HMYWI(30 ‘OmangMads qgnbmdnbogmemads Agdo ImbsdM do gonbooMe, “m- 
angMads jo IMogombdosbmdab Jomayen Agba30do sJodeog (36mMd0 QmMIdObL, bsba~ds 30 — 
Logo~mmdmgdab O9@0 bdgdabagab yyMoe@~mgdab dod(3930 daMhos. doMmme 3, Loascmdamgddo 
(Amamm3 wobs3emyM, aby o~mdmbogeym gomm9ddo) bdomos bagbeymn 80Momge@0bdo, do- 
aMosd gb, qdmogMgboew, BMoadgb8 ym Lobgb oGoMmgdb es bogdome d(30My dobdam~m by amdgem- 
MJds. sda mdo(3 G80 JoMaymo dybogab aodmdbsb3ggmmdnb mMasbyem bsba~mo@ o~mn4dgdo, 
aobbb3039d0M gemoMyRyemna wo AgbbyMHo Lod~mgMydobaob. 

9M dgadmgdo a3gMen 93479MM gonbmdnbogmama bobm (30(30d30~mob w@ods~mdb ,,Jom- 
oyom-domyobymoa /bodbHgn bemo3qma/ IAynbogomyM-gmomagbyGajzyqMo soMo~mg~g960,, bo- 
(3 Lonb&_MgbLmM AybazomyAM Co gmbmMaMogoayom soMomy|m|db oga~mgdb. dob asbbo~myomo 
o4gh, qd_Ggbow, so~myobyMHa sqMemby~mn IJhogombdnsbmds, bows;3 bdamMo@ fobb by3~6- 
Md, JoamMsd odazoM badydgdmeb gMmoe@, dob, ob939, Imy3goba~@mo ofgb 30b9M0d 3-068 0d96- 
ab, bo9mdgaab, dmbb6n0-89M(3mamgababs Eo dogge@mboab LodmegMgdn@ob odagomMo bodyd9Q60, 
AmMdIM|b03 Lag OOM 8oMo~M|EmndBIQ{60M babosmeogdos6 ((30(30d30c~0, 1988:40-43, 56, 77, 
81, 83). 50 dbMng, gb bodydqd0 sheom AybogomynM 393dOGb 9309696 BeoMyxqem AMogoemb- 
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dosbmdsbosb, doaMsd gobsa~@ob od wy zobobz6gmb Jommdo®mbo bobm of a(36mMd@o, od 303- 
domob dgbob9d 39% (3 o@badbog@o. Job ynMose@~mg|ds asdobgamgydyjenn ofgb abgm ob38948 909 
(qoMaymo m5 B5H7 Ed SsymasMyemn Ms F9H7356—M, Lomab&Jd0 — ~Cosdbygd0 Es Bae bs 
OS KayRyMo dobo, sb8qdaG®mbyMHo ygoe~mmgdo, ob&mbo30yMo Dbaogby9d9d0 wo o. 0.), M3 
Agademgd0 L6Zo ByemByMydda3 aodmhbegb, sdoGmdo(3, 3R304Mmd, Md 30-E93 WRM~M Ayomo 
9Ma79968 960 aym bogaMm. mxd(30, MmMamMMH’z_ Cads~mdsb8o s@bodbs3g@o, gb dome~mmeE 33- 
mg3a0b @obobyabo oym, M973, LoddybomMme, dadega oM aoyamdgengdns. 

ZoMRyem MMbdosb Lad~rgMy|db soMomgemg|dno, do~myobqmob asMe@, 9dqd6qd0 ogmobgmoab 
dagddo (ByMabSs6o), Godg8do, sse@mBoobsoG Q-do, dsaM2d, obOMMoymseo 3d dbsMyg9dms6 
Mo 93daMZdE~mmdob aode, Jomeme AyboZ3omyMa HgoeboodMabam, 9d s9Mse~mge~mgd0b aobb- 
aM30 dobsbdgyBmbemoe~@ dagohbng. M3 dgg69d0 HAMAQE AgbogomYAM ByMBQMob, obgao 
boddgd0 39M Amgadog, 039, YO 3439, HMd 39%3 OYMJo gonbmdAgba3mmmagdean wo- 
Jq6d0M696 g29Mmgbse@ — Mme bs3 Iomms6 (Ozge Denisci, Abdullah Akat) 3boydMmde@n 
d3g9cm0 anMmd|yemoa boembamo dybogab hobsbgMgdabs wo a0dm330Mg39d0b dgbob9d, 39/3 gMO 
KIM] 39M Jozn~Mg wWodoyY _M|dge~mo0 B8obybo. 

dob doyybj@030@, doob(3 dodohbos, Mmd BemoMRyE@m ba3nbeyM bLodmgmyddo A396 boddg 
a3043b Jomoymo badegmab asgmmbdosbydob a bobmob. 0d IAmbobMydob 30eE93 RIMM 9d- 
yoM gob Mosde@gbnd9 go4Go: dmMhbob Msambab boggqm oMb3oda bLodegmgdob hobgMoabob, 
ghana bagxybeymo badegmab asme@s (sejroamdsa. 11), Lye nbobmbyma dgbmym ds d6309- 
SMES. AMAM-gMan sbymn dgdmb3930 YM, Mregbs3 72 BEmab 9360 yo3sdbmemoal (Boqgcmodgb) 
Amydsbs 92 Beal seo dooMo4do (sj~omdog. 12). RobsbyM 960 sd bmegmda oM fhobeos. dob 
ImbsOm3M9 Lmggm GHModg6do 30, 36 Bemob Gob smn dmengedab mexobda fhobyMamo 3obgGo 
a0093069%9, Lbowe3 y3ggemo bLad@gmse mmbdosbo (b53%96c0%9%0) aym (sy~eoomdsa. 13), A9d doge 
2016 Baemb febyMae~mn badyyda — gMmbdonsbo. démMhbob Mosambob bogegqm mboamobmMdo Bo 
2015 Bomb fhogabgM9 babmbyMon Lodmgmg|dn, Mvyd(30 ~y(36mddo 80Mds 09939 Lmagendo, Lb3e 
AqQdLMyM_de gdnba06, Woobemgdom, 2013 Bomb, ba3~yVbagdam dgobMymgdqyemo badegMydo 
Mosgo dbaMes. s@bobadbsg0s, Mmd EEL ab bombo, 3abo3 ba3~ybegddo dgds69d0 dgydemns, 
MSZ9O@ sc~egammdMa3;gdab MJom, 3oMa AMIM|MEg{d9E@ AMgM|d096. RoJGoo, “omanghm 
Loa edo sbobmbymon wos bagybawnmo dgbmymads xIM 30093 MobsoMbydmdb, doamed “ybo- 
Lmbab 8MHadeGo odjzoMes. aoboma3omoabbobgdgmne aba3, md gb Ladegmgdoa ymaodo, bey 
(3%, 20-30 (dgndengds 40) Bycemns, M93 99M DgbMymgdymemo. 

SID IZHoE, JemoMyRqema Lod~mgM|dn sMoSMo@a3ayj@m AgbbyMH AMogembdosb badydgdmob 
JAMS JoMayema DMogembdosbmdaob dbmemme wojoMa3o0b (qoMaymob oMoJoMoyomom 
Bobs(33e900b) dq@Ja9© Da~gdymn dmgmgbs 30 0M oMob, oMsedg@ a30h3969d96 avdob 
IMog0mbdnsbmdn~@sb gMmbdosbmd0b396. ImboMy~mn g3nJbgd0, my Aad dag asdmoddyemo 
ImbsbMjd9 Iq(36agM ema Cabygybooab boasbo asbeogds. 

AMe@a@sbh abyj7d9 BemoMgexyen AgbazomM BmemyzemmMHdo boaj3yVbaoxyMa degms, dogcmo 
bomddgemas, dsamsd 2009 Boemb Ayqmoobob Gamggmddoboo ,Mambab" dagm byb6~@q3do Iyso- 
yYOMA BrmoMyRxgmgdabash gadboMgdyemo Lod~egmMe3 ba3gbeyMnse, Mo(3 bodbsgb odob, Mmd 
3emoMYXJemMgd0, domo boboe~mn donb(3, 1870-096 96 1910-096 bergddo 9339 ba3ybegddo degmm- 
Co. 

gemoMgxyem Lodmgmgddo, 06939, MHmamm3 LobegoMasMyam CwoMAgbama bodoMam3qgcemmb 
L630 3yymbggd0b gMmbdosbo badydgdnb ~o~ bsbo~mda, Jgbodhbg300 gQoMycmoa IMo3zeembdoo- 
6mdo73, MME gLI(3 AGe~mMensdo LogoMoyjeomM dobab YB 7b4(309(3 933g9Mgd0 (sxjcoamdsa. 14, 15). 

BmMangMan LadegmMs HAMAN\moe@, ‘bman 30 JoMaymose LHymMeo do, Jdoamod, Ig~mmeoab 
doHojcemeaab asder, ohms dgbGymydqemo bodmgMa3 A3g960 (9d Jgdmb3930d0, 3ems- 
Reno) Aybagomynmo Qmm3mmmMab bsbomo@ omndgds. 
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Mo(3 dggbgdo obLGMy7I78jem Aybogob, of agbge@gdo ogmMeagmba wo 3o30m0, My7I(30 
ababo y3qgemo Loma gedo of oMab ao3M(3gemgoyemo. ogmMegmbdy dgbMymydyemn ~wobs3M039- 
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GIORGI KRAVEISHVILI 
(GEORGIA) 


KLARJETIAN FOLK MUSIC AND ITS PARALLELS WITH MESKHETIAN 
(A PROCESS OF MONOPHONIZATION) 


The invasions of foreign empires that constantly accompanied the history of Georgia became 
especially numerous after the 15"-16" centuries, when Turkey annexed Achara, Meskheti, Lazeti, 
Shavsheti and Tao-Klarjeri, and Persia annexed Hereti. I discussed the musical folklore of Tao, 
Shavsheti, Lazeti and Hereti in a report presented to the previous symposium, "Polyphony in the 
Folk Music of Georgians Living Abroad”. Nowadays, Klarjeti is totally, and Meskheti is partially, 
incorporated within Turkish territory. 

The historical province of Klarjeti includes the modern regions of Artvini, Murghuli, and, 
partially, Borchkha. Yet, the Georgian language remains spoken only in Borchkha and Murghuli 
regions, as well as in the village of Kartla (called Tutuncular in Turkish) of the Artvini region. It 
must be noted that the youth in most cases do not speak Georgian, or have evident difficulties when 
speaking their ancestral language. This can be explained by the fact that since the 1980s most of the 
people moved to the central provinces of Turkey. 

Meskheti, one of the most ancient and foundational regions of Georgia, was dominated by the 
Ottoman (Turkish) Empire for two centuries. In 1828-29 it was returned to the motherland, though 
Tsarist Russia settled peoples of various nationalities here, which has had a deplorable impact on 
the preservation of local polyphonic traditions of singing. 

The Meskheti province includes the modern regions (districts) of Akhaltsikhe, Aspindza, 
Akhalkalaki, Adigen, Ninotsminda and Borjomi. It also includes the region of Fosofi (formerly 
named Potskhovi), which has remained under Turkish control since 1921. Unfortunately, we have 
no information about the musical folklore of this region. 

When discussing Klarjetian songs, I rely upon samples collected by myself in 2015-2016, as 
well as on audio-cassettes recorded in the 1970s and 80s by locals, Selatin Ergun Hajiogli, Sulet- 
man Merti, Baatin Iavuz and Ali Bolkvadze. As for Meskhetian songs, the sources are the samples 
recorded on reels in the 1960s by the music scholar Valerian Maghradze. 

In the Klarjetian, as well as in other regional Georgian dialects, , the words mobaneba (singing 
bass) and bani (bass) are preserved. In the Klarjetian dialect, the exact forms are mobaneba, mib- 
aneba, and mubaneba; but the latter means, as observation shows, not to sing a functional bass part, 
but to join the damtskebi (beginner) voice (either in unison or in intervals of a second). Hence, the 
Klarjetian songs are represented with one- and two-part samples. 

It is astounding to encounter secunda (second interval) parallelism, lasting almost through the 
whole process of performance (audio ex. 1); this phenomenon has no analogue in general Georgian 
polyphony. It is interesting that the locals view this as monophony, and believe that polyphonic 
song is preserved not here but in Machakhela (among the Ajarians who remained on the Turkish 
side, whom I discussed in my paper at the previous symposium). 

The question remains, what does a Klarjetian two-part song represent? What 1s it? Is it ancient 
Georgian biphony, or a product of degradation? It is hard to believe that, under the conditions of 
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Klarjeti, folk song could preserve intact an original form of biphony. This form of polyphony is not 
widespread in Georgia, yet two similar samples can be found in Khevsureti. This type of biphony 
is considered by scholars (Chkhikvadze, Gruber) to be the ancient example of biphony. Still, in 
the Khevsuretian samples, it seems, we deal with a more accidental blending of voices (audio ex. 
2, 3). Conversely, in some of the Klarjetian samples, the voices do move in parallel seconds in an 
"organized" way in almost all cases (audio ex.4). 

For comparison with Klarjeti, it is interesting to consider the Meskhetian polyphonic (primar- 
ily biphonic) songs recorded by Valerian Maghradze. In this corpus we encounter samples with the 
bourdonic bass characteristic of Georgian folk music, as well as with parallelisms of the fourth and 
fifth (audio ex. 5), which is unfamiliar in Georgian musical thinking (I should also mention here 
that in three-part songs, the interval interrelationships of the voices is also unusual [audio ex.6]). 
As for the Klarjetian songs, parallelism of the second interval is characteristic (audio ex. 7, 8). It 
needs to be noted here that, as distinct from Meskhetian songs, Klarjetian songs are monophonic 
and biphonic. 

As we learn from Valerian Maghradze's works, he had many difficulties in his attempts to 
fix polyphony (Maghradze, 1976:100; 1987:80-87), because the last dates of the performance of 
polyphonic songs fall during the turn of the 19th-20th centuries. Despite this, it is surely remarkable 
that the voice blending in Meskhetian samples is always presented in a entirely logical (and not 
random) form. 

Some Meskhetian samples do fit into a framework characteristic for Georgian folk music, 
presented by the bourdonic bass (audio ex. 9), but in others, I repeat, features that are alien for 
Georgian music are quite noticeable (audio ex. 10). 

Hence, it is logical to ask a question: do the Meskhetian polyphonic samples, so non-charac- 
teristic of most Georgian music, together with the Klarjetian samples, represent merely the loss of 
Georgian polyphony, or, in general, together with the result, a general process of monophonization 
of polyphonic songs? 

An article covering this theme was published in the 4" issue (2015) of the journal "Musika" (in 
Georgian, with an appended compact disc). In this paper, I asked ethnomusicologists to respond to 
my conclusion. On the first impression, everyone advised me to compare these samples with those 
from the musical cultures of various countries of the world; yet, several ethnomusicologists share 
my opinion, and some of them even advised me to pay attention to yet unknown forms of polypho- 
ny in Georgian music, or to the upper voices of chants. And indeed, in chanting (both in the western 
and in the eastern modes), secunda parallelism of seconds is frequent, but this phenomenon mostly 
has a fragmentary form and does not last long. That's why it is perceived as an organic part of the 
expressiveness of Georgian music, as distinct from Klarjetian and Meskhetian songs. 

I must mention here the diploma work of ethnomusicologist Nino Tsitsishvili, titled "Geor- 
gian-Balkan / Southern Slavic / Musical-Ethnogenetical Parallels," where she makes interesting 
musical and ethnogenetical comparisons. In this work, she primarily discusses Balkan bourdonic 
polyphony, where second (secunda) intervals are frequent. Yet she also cites samples from the songs 
of Pazarjishko-Ikhtiman, Serbia, Bosnia-Herzegovina and Macedonia, which are characterized by 
second interval (secunda) parallelism (Tsitsishvili, 1988: 40-43, 56, 77, 81, 83). In this respect, 
these samples reveal close musical links with Klarjetian polyphony, but as Tsitsishvili was not fa- 
miliar with the latter, logically, she wouldn't have been able to comment on it. She pays attention to 
particular aspects (Georgian Lazare and Bulgarian Lazaruvano, beginner and upper voice soloists 
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and group bass, or hemitonic modes, intonation similarities, etc.), which appear in other cultures, 
too, and thus I think that there was necessary a more solid arguments. Yet, being a diploma project, 
this was just the beginning of such lines of research, which, unfortunately, has not been continued. 

Klarjetian biphonic songs, apart from the Balkans, have parallels in the Afghan mountains 
(Nuristan), in Tibet, and in Baltic countries. Yet, due to the fact that historically these countries were 
not connected, I believe it is not useful to discuss such parallels simply according to their musical 
convergences. As for Turkish musical culture, I wasn't able to find such samples, and even Turkish 
ethnomusicologists were not able to give me their assistance in this matter. When I discussed old 
Turkish records and investigations with them (Ozge Denisci, Abdullah Akat), I was never able to 
get a certain answer. 

Despite this, I still believe that in Klarjetian secunda songs (those containing the second in- 
terval), we deal with a method of monophonization of Georgian song. This opinion is backed by 
several facts: when we recorded songs in Arkhva, a village of the Borchkha region, apart from one 
secunda song (audio ex.11), only unison performances occurred. In one such case, 92-year-old Ali 
Bairak sang bass for 72-year-old Avni Qavazogli (Mikeladze) (audio ex.12). However, no records 
had been ever made in this village. In the neighboring village Trapeni, I was unable to make two 
people sing together, but I have copied a cassette recorded by Ali Bolkvadze's family 36 years ago, 
where all the songs were biphonic (audio ex.13). In the village Tkhilazori of Borchkha region, I 
recorded unison songs in 2015. Yet, songs performed by other singers with second intervals were 
recorded some time in 2013, in the same village, by an unknown person. It is notable that today 
those people who can sing bass in second intervals are locally considered to be good singers. In 
certain villages unison and secunda performances coexist, but the primacy of the unison is evident. 
It must also be taken into account that these songs in have not been performed in everyday life for 
at least 20-30 (or maybe 40) years. 

Thus, the Klarjetian songs, together with the non-traditional Meskhetian polyphonic samples, 
do not represent just the result of the loss of Georgian polyphony (the replacement of Georgian with 
non-Georgian song), but also show us a way from polyphony to monophony. I would be glad if the 
opinion that I express here became the subject of a scholarly discussion. 

It is hard to say when singing in seconds originated in Clarjetian folk music, but the song 
recorded by Kutaisi Television Company "Rioni" from muhajir Clarjetians in Khendeki is also 
secondal, which means that at least some of them already sang with seconds in the 1870s and 1910s. 

In Klarjetian songs, as well as in the majority of the one-part samples from various regions of 
Georgia that have now become foreign territories, we can perceive hidden polyphony, too, when the 
function of the presumable bass voice is shaped in the melody as well (audio ex. 14, 15). 

Some of the songs are performed in Turkish, and some in the Georgian language. Yet, due 
to the Georgian character and origin of the melody, even the songs performed in Turkish are still 
perceived as a part of our (in this case, Klarjetian) musical folklore. 

As for instrumental music, the accordion and kavali both occur here, though they cannot be 
found in all the villages and the final ascertainment of the origin of their repertoire is also the matter 
of future investigations. 

Instrumental pieces for accordion are similar to Shavshetian (Imerkhevian) and exceed the 
norms of Georgian polyphonic folk music, however the cadences peculiar to Georgian polyphon- 
ic music are heard from time to time (audio ex. 16). There is no indication of Georgian music in 
Meskhetian instrumental music. Survival of such cadences in Clarjetian dialect makes me think 
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that Clarjetian singing in seconds does not represent original phenomenon, but is the result of the 
monophonization of Georgian songs. 

Lastly, I would like to thank Mr. Nikoloz Zazashvili for handing over Valerian Maghradze's 
sound archive to Tbilisi State Conservatoire. 


Audio examples 


1. Klarjetian humorous "So le rum anayana". Recorded from Selatin Ergun Hajioghli in the village of 
(Durcha) in the 1970s-1980s. In 2015 Giorgi Kraveishvili copied the cassette of Ali Yavuzi (Varshanidze) 
a resident of Ardicli. 


2. Khevsuretian Shav ludsa tsitel ghvinosa. Performed by Tsitso and Qudia Chincharauli. Recorded in 1929 
by Shalva Mshvelidze in Sachure village, Tianeti Community. In 2006 the song was included in the 
publication "Echoes From the past. Georgian Folk Music from Phonograph wax Cylinders" (Disc I #52). 


3. Khevsuretian table song Ghreobis dros. Performed by Berdia and Mgelika Likokeli. Recorded in 1929 by 
Shalva Mshvelidze in the village of Barisakho. In 2006 the song was included in the publication "Echoes 
From the past. Georgian Folk Music from Phonograph wax Cylinders" (Disc I #75). 


4. Klarjetian new year song Eni geldi ilbashi (New year has come). Performed by Nazim and Osman Yavuz 
(Varshanidze). Recorded in 2015 by Giorgi Kraveishvili in the village of Cimenli (Kordeti/Koriseti). The 
recording is the property of non-profit Legal entity "Heiamo". 


5. Meskhetian Mravalzhamieri. Recorded in the 1960s by Valerian Maghradze. 


6. Meskhetian table song Darejan gagatkhoveben.Beginner Valerian Maghradze, solo modzakhili and bass 
Dimitri Beridze. Recorded in 1966 or 1968 by Valerian Maghradze. 


7. Klarjetian humorous song "So le rum anayana" (fragment). Performed by women from the villages of 
Kure (Zemo kura) and Baskoy. Recorded supposedly in 1977. copied in 2015 by Giorgi Kraveishvili 
from Baatin Yavuz — a resident of Baskoy, Murgul district. 


8. Klarjetian humorous song. Performed by Suleiman Baidin, Altun Qaya and Hairetin Suliagha. Recorded 
in 2015 by Giorgi Kraveishvili the village of Baskoy, Murgul district. The recording is the property of 
non-profit Legal entity "Heiamo". 

9. Meskhetian historical round-dance song Mumli mukhasa (fragment). Recorded in 1966 by Valerian 
Maghradze in Aspindza. 


10. Meskhetian table song Sakhlo salkhinod nasheno. Performed supposedly by Isidore Aspanidze 
(damtsgebi) and Mate Kopadze (bass). Presumably recorded in 1962 by Valerian Maghradze in village 
Vale. 
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11. Klarjetian new year song Eni geldi ilbashi. Performed by Avni and Shain Qavazoghli (Mikeladze). 
Recorded in 2016 by Giorgi Kraveishvili in village Akpinar, Borc¢ka district. The recording is the property 
of non-profit Legal entity "Heiamo". 


12. Klarjetian humorous song "So le rum anayana". Performed by Avni Qavazoghli and Ali Baitrak 
(Pashaloghli/Pashalishvili). Recorded in 2016 by Giorgi Kraveishvili in village Akpinar, Borcka district. 
The recording 1s the property of non-profit Legal entity "Heiamo". 


13. Klarjetian humorous song "So le rum anayana". Performed by the Bolkvadzes from Tarakli (Trapen1) 
and supposedly Ambarli villages, Bor¢ka district. Recorded in 1980. The cassette was copied in 2016 by 
Giorgi Kraveishvili from Ali Bolkvadze. 


14. Klarjetian wedding-table song (requesting food) Elesa. From the cassettes of Suleiman Mert from 
Ormanli village, Artvin distict. Copied from Suleiman by Giorgi Kraveishvili in 2016. 


15. Klarjetian lyrical destan (fragment). Performed by Mehmed Ergun (Hajioghli) in Turkish language. 
Recorded in the 1970s-1980s supposedly in Durcha village from Selatin Ergun Hajioghli, a resident 
of Ardicli village (Durcha), Murgul district. Giorgi Kraveishvili copied the cassette of Ali Yavuz 
(Varshanidze) from Cimenli village, Murgul district in 2015. 


16. Klarjetian piece for accordion. Recorded in the 1970s-1980s from Selatin Ergun Hajioghli from Ardich 
village (Durcha), Murgul district. Giorgi Kraveishvili copied the cassette of Ali Yavuz (Varshanidze) 
from Cimenli village, Murgul district in 2015. 
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JMNIN LOZONQSELM OMGNZINOGNNL JILSb6IS L3S60M LNILIMSIN 


JoMayem bomb ym Lodegmsda Lo®ygabs eo Anbogab yanngMadodsMagdob bo3zambab 
350MM 33939b sMog{MaN 330930 dDogdmM3bs. AgHbamoe@, 0d 3HMde~m dam gbomdg(36ngMQd0 
HGBIMALOQOMEL|H, r1QdZ boe~mbgmo Agbogob Jyg~@mggMgd0 gggMeb 3gg% Qgcrow@bg6 Hg- 
JLGgdb L8g30ga34Moe@ AybogmmmanyMoa bogambgdob asbbamgobeb, gama dbMag3, domo 
QmMMdobd994dbgm0 LyaQdgb Gob Gmemob (agoMxoemod9, 1983), bowen, dqmM9 dbMag, bog&y- 
Z0L8 @o AyNbogab Ladsbo3gqmMa yMongMadodsMagoab (30c56e@5d9-dsboGod9, 1993) db6o00- 
309~@mdob a0dm ammMdob doddbsdo. 33emg39do Jomaymo bLoaSygab ab&mbo(304y4Mo0 Mog0b9- 
dqMydgenb dobobgd b. yrogbSo bLonbS Mgb~M ~/9330M39dg9db agmogoOMadb. 389G03(39demo 
Joomdg(3bagMa RoMame@ aobabame3;b JoMamy@m bombyMm bobadrg{mm MgA89M8yoMdO &J- 
JL&gdob aobbb3:039d4m ob8948 db wo ombgmb gbab, Lo®ygo0b dobsboomgdemgdb, bdom- 
© Aybago~mymho Jbm3gomab drambm3bgd0m aobsaMmdgdyenb (mg 6 Go, 1963). b. yogo Sob 
30093 QMan ghomdg3bag{Myemon 330930 Lgsb4yMo gbab aAmbAGBagab mogabgdyMgd9db 969d», 
Loe@o(3 o3GmMHo sdomob: ,...o@bobadbsgne L3sbyMo dg 8y3g9emgd0b Aybago~mmeds. b3e6q4mab 
d4(396879(309 Ed O6HMbs(309 DI~EIbseO DeEn~w@osMn»s, Mmd 3d D6Mg L306qMb em|b 39M d99- 
CMS 39%(3 JMO Lbgo Joma3ggmyMo gbs. 493H0 Md, Mo(3 Amddg JoMm3gmyAM g6gddo0 
dohqdomyemas bogbgdom, 06 dgbyb&gdyemoo, bgbymdo MamngQyWMow@os BomIms@agbo- 
™o,, (ym96,8)0 1949: 96). ag0 bodMmdda JoMmyma bobodmgmm GyJbSgo0b bmase dJobob- 
N9MgJd™mgdbq JLyxgmmdb eo dodbbse oM abobo3gb (39MmgBgqC~a CEns~g|4Hgdab bodg&y39em 
©d LobadmgMm gbob mogabgdyMadome boMIMAgbsb. mxyd(3 o3GmMabgymo ImbSymogJodo0 
Mosa3zgj6doMs od MMagZb®aM|d0b aosbbobo3Msdo, MmMIgGmmMs dabjw@3Z0MI(3 BoMaDSMMms Aggbo 
330930. BdaM3gem gb yrRemabs, gh oMab sMBog3ymo3oab ‘omangMon mogabgdyMydo, Mo3 
L3obgd0b dy ba3aMgdob CEoboMhAgba ~Ensem|4& daboa06 aosdmomhgab. 


bdm36 60 ws bo3zse@s96bre sMBa3yems(309. 

L306b4m AybogomyM MA3IgAMAyoMd9 yyMob ,dgg~m ]d0(3, Jo LogdoMabos, Mmd gMao 
mo3gabgoyMJd0 aodrm3goMhama. gbhoo bdm3bgdab - o, (ye, (3)o - 06 8mbaM 69 b389930(303%)0 
5H HOZMS(300M, GMIAM(3 aIMMHAgye@mo gemmgmob Ifmby gmb0 344M (cCnsmg489%) L&o- 
mm mogabgdoyMgdob 4dbob. wo33aMsqgdabob aodmo33qmo, md dbasgbo dyybojoemm-39m- 
doEMMMa sMBagyemaM]do aoM33ggq4y~mo BH gamMoob bodegmMyddo a3b3e@9d0, Mmde~mg|dnc3 
DFOOMMOSS WCodZo3dOMJdye0 bobgbm CGM|mdg7dmM0b wo MaSyomydmsb6 Eo bomMaGyomm 
Bgbdo wosdebsbosmgdgema jmd8mba3ayMa QmMds Cs segam@oa o43b. yobMob %9d(3m3b3- 
abgy{~mo BMMHAQMmoM\d0b dobj~@30m (Zemtsovsky, 1983: 61-65), smbodbyemn bodegmgedn, 
MMdIm9d0(3 daMans@se@ MygmogoyMhoa Ryb4(300b JoGoMgdgemoo, LoMoaG®yommm 8odbgdb dgo- 
domgdo do30347m36mo. 

gb LGomyGo MsgabgdyMHQd9 JzIOQabsOMs@ Jgndegd5 s~3gby7Mem: 9) a363~@ 900 db- 
Mame 8odbymo Godoab bogsmmdmyddo, HmdAgmms bLaShy3a9Mo GHybHgd0 bodmgmabgdo- 
boasb da@ageo, 3) Msdobobosmgdgemoas domme bozo@obbe bodi3ggab boagomdabagab, 3) 
Lodmgmab 8980 MmogobygQomoa, sdmMgnmns wo, Jgbodsdoboe@, smbodbyemn bojgow@obbo 
boJ4(3930(3 MogabyRomos IAGMymo hoMAmbsaeb; co) daMans@s@ sMBagymaMeoges dys wo 
BmaxIM bBges bIob dogm, 9) AGemenyMoo BsHImsoagbb 3396GHyEr Womdogem bobSmdb 
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]ggm@o boyMeg6 dagm0b9, MHmMdmoab dgegacws:3 MMbdosbh MobogoMeamdsdo boMdIm{dbob ab- 
8IMZ9EO B30MGHob, B306Gob ob qoabmbb LoyMeogb dagmodby, 3) asdmgMyds begdo bdm3bqd- 
9: 0, (3), 30; 9%) sboboomgdb MaGdymo Eo Jgemmeayma mogabgdyMJdo [J.]. LoyMeogb 
dagMsda Wsmdo3zomo bog _byMygdMagZ0 ImdMhomdob bo(33~moe@, Iyo bdo se@ob gMan boa4b- 
“yMHam 930M Ed DynbogMsE@ o3g9Mgdb bsbmdb 330MBom J3930mM, &mbajz0bg (LoyMog6 
d39M5b9), Mo3 Gomdm|dbab 330bGyM 39MGHozomb, bmeom wyR0@yMyb bg@o bdsda 330H- 
Hymo IrmdMomds dgG6omse@ 2363eE 960 Badbob wodsdmemmggdg~@ gowobbda wo bsmdmdbab 
Msdsdms3Mgjdg9~ “yoobmbb. 


33°2MBs Las6ym LadmgMsdo. 

330M G40 bobmdab qsoMoGgbmd0bgq — go~obboamydab bLb3go Godsab ymMdgdm0b6 d5- 
wmoM9dam — dgbadbs3sh bgobymo Aybazab 8oM39m0 I433E~mg30M0 E. SMoyad30~mo (sGoy- 
od3ocmo, 1950: AO). 330M Gob AbodZbgmmdob Lgsb4yMm badegmosda boasbagdme smbodbo3b 
939039 d. shemobad3gomna eo dob AybLogomyMo sbMms3bgd0b bad3gqgmob gMa-gHm oben Jo- 
HmMse@ Joohog3b (shemsbod30e0, 1954: 38, 40): y3gmob9 boob &gMgb~ obos, md 3o~@obbdo 
B32MHYO WodMEMAdob 93 HMMa asboboamogb, MmamM3 bLoMa®yoomm bLodegmab wodobo- 
Loomgdgm@ bodebb, Mmdgma(3_ A363E@g9d0 Mmamm3 L3ebqmdo, 90b939, 69300 — smMdmbo3mqm 
boJomaggmmb doob dybojzom yam woomg do (shemsbod30eo, 1954: 80-81). doMmoemns, 
dq(360gM0 of YOMIS3~09d0 9d Logambb, doamesd od dgbad3bam Imgm@mgybab bogham Jomaxym@ 
dam 9 dosbadbgdb. Bmasw@se@, B30MGHoab bodyg06 dbod3zbgemedob b306b4yMm bodwegmesdo, 39%- 
JME, 9Ed539E B30MHYO 06Hmbo309b mMo bsagdmdab bodmg0Mby, 9d Bymbob L&omnm 
Mog30b9dyM9d5e Dooh693b 9. aoMoysbodg (aoMoysbod9, 2011: 61). 

myd(39 L3e6gamdo 3o~@obbab gb boby yaMm ob&gbbLayMoe aodmnyg7bgd0 Wo 9MGBo3%ym0- 
MJdo0b Eodobsbosmgdgemo BmMdam aodmoMhg30, Ho3 Job L3sbyMHo LoMa®yomm bodegmab 
L&omyAM dobsboomgdmoe@ 04(393b. a363e@g9d0, MmamM3 dobo woynbMymydgemoa aQmMds, Mm- 
D903. BMobob BMogb 33nbGyMa obSH MZ9Em0m 39M Go30e@do (330689G0 Bombo), ob939, 
DobMym|dymo, MM(35 DQ@o aobodaMs bdab WoMdogzgem@mn HobBmdo 339M8o0bg9 bdgdb dm- 
Mab boMdmdbob wsdsdmemmg3gdge~m wyoabmbb (mbabmbyHo Bombe). Bomgema Bomdme@a bob 
dgbof4dbgemoe@, badydob bobam, 34Mmo3gm dbmemme ghana 8odbab LHy~m bmGBaMmydye 39M- 
Losb, Ms@as6 wosbsMAg60 Bndbgd0b (xgMogod, Lowesd, 36, 4m Jmobwog9d, doG0 wes bbs.) 
B32MHYQEMO sMBagyemo3oab ymMdgd0 aw@gbS4yMoo (sj~oomdog.1, 2). 


Jqnb3q3nMMds ory ,babberdn asdg~@smn"™ f3939? 

Sda30M0 SMBo3ymo300b, MmamM(3 I339MMo@ gmba3zyWMo, dybgdnm0 Dobsboomgdemab 
bsMabbd9 IgAG®yggemgab gMao bLoyyMooMgjom RodGoa: swam Gys\mgd%q Cs330M3ZgQdo0bob 
Sda30MHdS  B30MGHAMIs oMBoj3yqemo(300d Arymmebymo@ mo30 ohabs Jomaxymgbm3o0bo 
bogommdmab — daggomgdqmomomgab asb34ymg3b6o~m bdowom PAqhMaMLb b3s6b4y| 39Mbo- 
odo. smbadbyymn bogommdgmo dmabGoobymo m3gmabdbsbyMygdob Gado3gmbob dadow@agby- 
moa boboamos — LHNAmMe@|d0 Dai330~mgd4ymob wsgMdo~mB3ab Ma®yommoabob. Jobo 3obmbo34Mo 
(39Md5e~G0) GH IALGo byebgmdo wondobnbygdmoe@, bx@dab ZZ60M Bb Gow@oss wWo(3ymo. 
qoMaymgbm3obo Loao~mmdmoab — dasgomgayemmomgab aob3qm3bamn bdow~om MAdqghmaml 
— b3g064M 30M0968do Bodbob Msde@gbad9 39Mboe oMbydmdb, MmI~ |60(3 Jbod3Zbgemm3bo~@ 
0 aosbbb303@960 gMadobgmabsasb. gMa-ghMma g:o0Mnsb8ob dmbdgbobsb, Mmdgmbec3 
S9MbLO9IM L3obyMo sbboddeo Modem, shHagQmbyMoe sbhMHymy|db, dgbodg dgdImSMasm gd0- 
bob (Hmam%3 Bgbo, bogsmmdgmb adgmmygd 96 bod99) dqj> bdo La®y30 ,@dg9MOM,-b 
dm~mM™M bdmgobb LOmMmMa@ 9d EosdobobnoMgdgmo B3Z2MHyEo ,30M~@bOM,, MeEbs3 dJgbodhbg30 
amabsbooMydam sMBagymoaMyob. MaGdymoeo MyaymoaMygdyemo, djogom LAMyJqymayemo 
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37938Mbn(309d0b dJmby Lodmgmygddo dbasgbo sMBogymog3oaqmoa QmMdy\moabogob bo3h%39 
OM Mhgds wos, dgbodsdobo@, (3 a363~@ 960. sdob gMm-ghMmn Imos3g0Mo dodgbn, Agg6o ob- 
Mam, qbeo aymb dobo Jomaymo bomdmdmds, Modegbs@s(3 JLbasgbo sMBogvyemo(309 Cwo- 
bsMAg6 LodoMamagmmdo of a3b3~@gd0. myd(3, JoMayomg6m306 Loasmmdgmda dabo myb- 
©d(3 JMOYAMseo0 aodmAgbo oM dJoagohboo ,dqgImb3zq30MMd9@,,, Mo~@aob oda3zoMo ,,60(30096,, 
aobs8aMmdgdyemos o68mboMyd0b ,bobbedo asdyaoMo, A3930M, MMIAG@MaA’Z Mogabygmydab 
d99mb63930d0 (mogabyqoemo dn Ba(30Mgd0bob) yojdmag@, aou(3omdagMgdmoe@ ohgbb mog3b. 


9393Mbay_Mn 2bL8M~yd96 80? 

Mogabygomo MaSdob I4mbg ,wqbo&y3m,, Bodbgd0b dobsasbo Mya 3anbs wo Mn8- 
Ima BrmMMenbos3anb gByVb4(300b od ymddmba3o00b ddmby Lodmgmgddo jo@obbyfho ammH- 
dems am@gdb. b3o6b4ymo badmgmadab gb xaQ0, Mmdgema’3 AMEsEMM sdbMM3Zbgdob obobs3b 
©@s Mdmab jomm-omMdmbayma QybJ(309 0M oMab JA3z3Z8gmMMs@ aodmbo® yma, Jdbob 
LAM AIH QM YAM MogabyQom, aodgmemn asbgamoeMgdab 3mMd3Mba3090b, Mobs(3 sdemogMydb 
sbadg Moyen, smoMyayqmoMymo dgGMo o MaGINmo syembo 300. od EMMbL jo s~bodby- 
CMO B30MHym AgemmMeayMa 3oesbb4yMo bo4(3930 bg~mb sbymdb bogo~mmdmab om dob wo 
dabo damnsbmdab asMobSoe@ 04/3930. 030 8adbyMHo Logs~mmdmoab, gama dabje@30mM, sdmm- 
QyVm LAMY IGyMob dobsae6 LodgSMosb sbodgdb wo, sdazoMoe@, Jdbob ,obadg&Moye~ bo- 
Ig hManemmdoh,,. 

MHMamH(3 369@03M, sbadby~m oMBoagymo30yM Irmgempbob d33q9mMoe godImbo®yomo 
I3BQBMbayMO Qy7bA(309 ofgbh Eo BMbOLAH|My4(300b aodmMAgym gbag8o34yM geaqMb bdgbb. 
dabo aodmygbgdab ab&gbbagmds odagzeM oMBog3yemo3o0ob b306q4mMo bomoaSyoom Bodbab 


L&omab& ym badbse@ of (393b. 


AabagsmyaMn a~amds: ,bgs6yMn bLoMngyse~m 3ndbo* 

AMOS ABQMbaMabes, sdazgoMo Ag~mmeonyMHo 330MHyemo oMBogyemomMydob badobGoj%7- 
Mo dy7b9d0(3 0339M 900. AyLogo~myMa gbob [38m g3a0bob mobagabSyMo dowamdgdnb asdmy- 
j6900 (Seeger, Nettle, Bright eo bb.) 09 do36m-_mGdqmob sbomobo bonbHMgbM Jje jab 
og bb. 0. BIIEQMBLZ0 sMBog3ymo3o0b dgbobgd smbodbs3b, Mmd ogo ,... BoMImo@agbb 
J339MMs@ DoMgoM{dy~m gmba34yM ab~njZoGHMMb. YIM 30~@g3 dobod, bLobsd aognambgdm 
Lo&y390b, o6&mbs 304M eEmadbageb, dg~mmeanm Bo8b wo yobMb, 4339 gMao oM&o3%- 
Mo(304Ma d_HqZ{2M Co OOSFmbaMQd0b GBasom Jgazgadmoas |gsdIMgZ0(36mMaM Bmm3mmMaymo 
DAILMYQEM_d@abL gobagyGo 34y3boemgd9,, (MsMadobo Agdoo - 6.0.) (Zemtsovsky, 1991: 156). 
L3sb4mo bodegmoab da8bogmgdoe@ d(3me@by wo asdm3e@ama dbdgbgmobmgob od mmdagmo- 
obo ab®mbs300b dmbdgbs -ao/s/m- bdmgbgdm0b gmddnbo3nsdo dgbodsdoba oMBo3~je9(300M 
(MoGdqem-GgdIdMHyer0 dobsboomgdmydob Bom3cmna) B9M 33990 Ob’AMMde(300b d9d(339- 
m9; © Joybg@o30@ adonbs, Mmd 9M Aga303b EobMymgdyenn soMoab J4mby 39MdocmnMH 
gangyemb @o 9mm bdIm306%9 LH ym ds, Jodnb39 Josbodb9db dob gmba34M boMdmde3- 
Mmdob 5 47QRMM A_ZHa3Z, yooMym ByMszbamydobo3. gb obamMde309 bod bo&y30dG0 93%- 
IyemaMegds: L3gsb4ymo LoMa® yom Bodbo. MMdagMasba obSmbo3ayMa QmMINE@oab da- 
35MH0 Idemo3ghMo bads68o 39 dob Aqbogoem Mo a~@omdab dbod3gby~mmdob sbaggdb wo bbLb6ob dob 
dobsoMmbb. 


H3G-d 339M Gs? 

A396 omgbgM {mM 330MGHyE0 3:mzomyMoa sMBo3ymo3oob BmMds wo dabo _38eymbaxyMo 
mogabgd4yMJd0, Mo(3 L30b4yMa LoMa®yoemm bodegmab bL&omynM badboe dagohbogm wo, 9da- 
B55, JI39(39OIM 39339(30 Sobybo jomb3:0b9 ,,M,, (964) Go Imgm bos) CS Gram? oydI(3 
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boob MgbmMs Bobybo 3amb3z0bq ,,MoGmd,? Ms aobssaMmMdgob sda3zoM oMBog3ymo304qM Mo- 
gnbgd4qM dob L3obab dgobMymydsdo? MoeGmd aMAg3b b3060 dmM absb boyMeg6 dagmodeg 
rdabsbgmgmoe@,, MmMdgmomobs3 Ly~m gman bodnagyo (b93~y6009) SdMM db? 3R0,4|Mmdm, gb, 
ghnn d96j9e@30m, dbnd3gbjgmmM wAGomoa Lgobgd0b bobadegMmm GBMo@aoab, IMogombdo- 
S60 QMMdam sdbMmgbygdob asdmgmnb dos. 3. sbmdodg bgsbgmab gqb38ge@a300b smbyMabob 
abb969db dgdmb3q30b, MmamM wPoMho ao330M39d4ye0, Mmr30 4-5 Beob b3o060 4693d39d60b 
Lodbdosba bad@gms dmoabdabe: ,... Lodo 808oMs 693030... bobe@mob bob baemabgm@ fhozo@gd4yem0 
MddSYSOHXJOCOH 76 ws JEgMmebyb6 Lodbdosb bgsbym gaqmbyeb... dmgabdabgm boda badegme 
RBIMENMaM. AggbM30b odzoMe asbeos Lodmgmab boedbdosbo Bymds. 30 33930M abdme@s Hm- 
amM(3 Qy9M(30NCMO Bymdob, aby sMsG M3040 Bymdob bodbdosbds, (sbmdsd9, 1957: 16). 
g4b389000(309ddo ymebobob A396 Lob& gd yMo@ 306yojdom dadmbgq30b, M39 AqbozocM 
Ldgbobmsb ,dbyMomoe@ dymgn, b3o6a(3 go sbgmbgdb bdgd0 dgyqbymb Body306 Imd~mgmomb 
od, sdobmsb, B30MGHo-BZ306GyMa COosdmyo@gdyemgdab Cws330b9(3_ ,@oyobydom,, (3~@acmdb. 
qoHaymo gomm-soMdmbayemn gbab mogabgdyMygdgdnb dgbob9d 33m g30do 3. Fmbmbgemnd4 
332M GHo-3306H 7H 068 MZ0eE~mgdb asdmymagh, MmamM3 dg~mmenyMa wo 39MGHazomyMo ob- 
HmbaM|da0b dogmmMenabaMydgm@m bLoyMegbgdb CEs dom DJoohbggb oMe MmdAgmd, (30eBg~Emo 
Bay nbab, oM39d9@ Bmas@se, JoMayemo dybogoab ,dngmo dagmyemo bLobSgdab domMasbodyeo- 
Jem, doemse (dmbmbgemod9, 1983: 28). L3069ndo 339MGob, MmammM3 bsdygo6o dogmmMeonbo- 
MHJogema 068 MZ0emab dbod3z6gemmd0b9 Lodbdosba bLadegMadab mMbdnsbo yMs—ad968 J60 wo 
2330M09L,, MMbdosbo Lobam dgdmMhgbaemn badydai3 dayymamg|dab. d. obemobadgamoa Jomaxyemo 
IMogombdosbmdob mM aobbb3o39d4m d&mbs wo Joma boMmdmdmdob mM aobbb3039dqm 
aooo9 Ibygemmdnbesb, bgs6byMa bLod@egmadab sbse@mo bab bsg d39~O9, obg3g6ob, md ,,... 
BMd3EMAq LYM Ahogombdosbmdsdo gow@osb3ms IAmbeEs MMbdnsbmdob Jg8g@o0 bdob 4a9%9d%q 
Bdnbes 3306& 9d0b wodg6gd0m...,, (obesbod3g0@o, 1954: 37). mMbdosbmdob J3ge@o0 bdob da9- 
MHJddo 3a, WBaMoG bse, LOmMMyeO 339M Go IrmnsbMHyd9. sIEj60@, 3R0JMmdm, LoMaGyoom 
8adb dab bLogo@obbm bo4(3939ddo mo3b ohgbb Lb3obymMo bodygbagm sdbMmgZb6gd0b oj6~@o0d96- 
HAM 9MgVI_ZO Go: 39M GBoZ0emob 330H8yemo yomMenbs 300, Mobo(3 %g@o 6Ig9d0 sbmMH(309~™9- 
396 zo@sbbyM bo4(393d0 @o dobo LOMogQ0 C9(3497MgQd0, bobSmdo 330MGHo0o 9 FAnEMMNMoe 
B9MEGB 3d B39M8yemo abHMZ0moab doSpMosmobgd0b LyMgamamss gobsMmdgdyemo, 
AgdLMyAEMAdgeMb BabsbboM gbdob gb 068 4MZ0eEm0 Cs Mam mb, Job 9m bdedng9, gFamMeEmMmy- 
(MSO AodIM|M {dob (3~@a~mdb. sdagoMos@, BoMIMdmdam oMs H3QMbaNMa CwWobodbyEmy|dob 
gb sMBoagyems3ns CMMMd agobdog~mmdsdo LoMMIO A3gQqgmbayM, Loom NM dobsboomgdmog 
ad(3o- Lbgobgd0b obGmboMadabob 330MGHoab, MHmammM(3 Agemeanmo oabG&M3o0cmob Memeo, fobb, 
939039, A396 dagm® dmdm39d4y~m bogdb3g~@0(30M fhobsbyMgddo, MmMdgmams dmmMobos Xaxy- 
RNG LoMaG poem M330 Cd Lo~m CwosHoMH do (sxj~romdog. 3, 4; Lym. 1. 2) 


symg3gcmo Loagydemma sdob gbsbs dabs wsdsMmbym smb“ 

Logambab sdmbymg3ab dobbam, Es3nbGyMgbeam, MoGmdoe gb dmgemgbs dgby3gamgey- 
ma domme aoM3394E~m bdmgbgdmsb. Mmamm3 sEOZzbadbgm, od Gosab 339M8Hyem0 oMo- 
B7JM™M(309, MHMamMM3 Bgbo, Imeab bod bdm396%9 - o/s/m. LoMa®yoemm Badbgdab &oJb& Joo 
30, AMAQEOMS BsbyYyragema bobam~@ns 5da3z0M0 SMBagvyomoMHydo, daMhans@oe@, doM33~mgda0bo 
Ms bdmgbgdobea06 dgw@agds wo dabssmbob dfJmby GgdbSgd0 ‘bmaygm Bodbob wobobyob- 
do, ImJdgmob 89MBosdo Cs CEosdsdmMe~mmM39d9~™ (Smaxvgm MHjhoGs Goyer) bobo~do yoomb. 
AdZNsM0@, 9d9a30M 9.6. ba Sy3m bodegmMyddo ghana badsbSo34yMo DbodZzb6ge~mdab bo&y30 
dag dybozomyM 3mMbbLAMy7d(309d90 Aao~mobsba~mgdyenn Cs bdm3bgdab dgd3q9mMd0M aZbg 0. 
L30b4m gbodo, AggymgdMagon bdmg3b6gd0b (9, 9, 9, ™, “) asMos qmoySosbo wo amdgemo 
bdm369d0(3 oOMbIdMAdL. a363E9d0 03M%9IM3Z9 JgaMy~mo Es MobyMHo gbgd0bmg0b wodobsbo- 
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SMIJdJMO AyomgIo Ma bIM3Z060 ws d3Z9e~ JoMayendo ao3{M3g9~Mgdyema dagMJd0 - AMG Wo 
F39Mo (fnddyModg,... 2007). daybjes30e sbygmo IMsgsma_{Mmgbgdnbo, ,,339MHyEo, o- 
803757309 Jomemme bod bdmgobd 90 aobymdnmna. Co330M3gQd0bob fobb, Gmd bdmgebo mo" 
doMaMs@s@ 2363969 435 ~“bmsbh FMimoe@. 3mMb3gM]IGyemo Badbo 3a 3mb3gMg_Gyemo bIm3b6om 
oy doM33m0M boboomegds. doa.: ,boMdA,, ,335MHymo, SHGHo37EM(309 DOMME ,,5m,-9 
a3sb3~@gd0. MmammM3 fAggba Bobs aodm3g3m 30@0b fobb, b3064q4m bobodmgmm ,d9&y39e~9- 
dodo" smbadbyym doM330mb bo3gqm@Mygdgem-bownwmgdgmo Byb4(309 g30bMgd9 ~o bdmdob 
ZdMdbsGBqemos: 5 W0OSd, 5M ¥38M58, 3M JHobwo 7d wd 9.d. (Ayo3g06od9 ws Aodagcosbo, 
2015). 3R304MmMdO, 433906 GH7Er0, SMHoBZyYEmsgo00b AgboGyg30bo ,Zm“basdmygbydo 8o0dbym 
Lod@gmgddo, jgmbjgmgGymow, Ia33goemgdeyqmob MaSyomob mobdwg30 Bodbob _ ,domob,, 
d99mb63930d00, 9d 39MdomNAMa AMM QyYMab bLadSbGo3qMo Dbad3gbg~mmdnmeos g0680MMd9d%y- 
mo. 03039 Jgademgds am,gob, 6dm306%9 40°, Mmdgemn(3, My BoM (535330ME Jd0M, bdo- 
Moe abdob mobbdm3bob ,38% mobbmgdam, Mo(3 3R0JMMdm, 93939, aodmb3qyjemoo f3g6 
dagm asdmgm ban ,agdob, Qrmdymoab dbod3b6gyemdam 8adb4ym Lodmgmgddo. bmemm Ma(3 
dg996960 bdmgobb ,o", ogo Lgob4mo gbob bobGedbob mmasbym bobomb bomdmowagbb wo 
Babs@s@ dodo ,@o" Bo3doMab QNb4(300 o4gb, Ma(3 aoboagdb beab dob bdom asdmygbgdoeb 
y3gmo ygobmob bodmgmseda wo, dom dmmob - B8odbymda3. ,@o, go3gdoMo sbMob aoam- 
dgmgdob dmemmeabb omdMog3b wo of obMymydb (sdors390b) dob. 0d mM3a~mbobmobam, dgo- 
dom do sabbbob dobo IMozgomRgQMo@0 godmy 67d 4g30MGHyeEmo" oMBogyemo3o0b dfJmbg do- 
Modjo~@obbomygdob EMmb. dog.: 3adbdo xaMogod ogo MHLRIMH asdmaygbydo 3mbb4M~y4(300b 
Iqbemgdb, aoMEOsd930~™ bobomg|db drMab oo LHYAMO {do 433g0MByQemoa" oMBo3ye0M]d00, 
bmeom 8ndbob wodsdmemmg3gdgm jgowobbdo ,o% 0(33™gd9 4,30,-M0. 3R30JMmdn, od dgdmb- 
393000, ,0°-b Qb4(300 Aybemob dgdImBMos~@mgdo0 ~ws/s6 dxdoI7a AQbEmd) Ao~ob3emab dmdob- 
Bo3gdgmoas. bream “zm" Lommge@ bodmammm, 8odbab wosdobMymgdgemn boagdmdabagabos 
Go3syMHo. sdegbs@, smbadbyemn bdmgb6gd0b asdmygbgdo om hobb dgdmb3930M0 dm3gem bs wo 
A396 dog w@obsbgmgdyemn Ro4GmMydam bao oymb gobsaMmdgdyemo. 


cob 336s: 

L3sb4mo0 bobodmgmm MadgGMAyoMo boboomegds gMaa sMBazymo3ayjMo mogabg0%- 
MJd0m, MMdg{ma3 HoMIAMoe@agbb yow~wobbaMgdoabsb COsmds3o~™ B30MGHy~m gZoMe@bosb dom- 
aMs@ dagmedy days (Smaxgm S9@5) bdob dagm. smbadbyema oMBagymo3oo, Mmdgemn(3 
aosbbo3zqmMmgoyem gmeagmb bdgbb bgo6bq4m bodmgmob, MmamM3 5330M39d0@06 fobb, bo- 
Ma®yQoomm Badoymo LbodegMmadabagoabss Oosdobsboomgdgmo wos jmbygMg8yeo ~wob336gdo0b 
Loggdggeeb odengge: 

3gMdmo: 

© smbadbyymn gemg9d96 80 aMa3emo3b L306b4yMo 8mmagmbayMa sdbMmgZ6gd0b mb- 
Hremmaoy™H dMyqdb wo ademg|gzo b3ob4ymMo bobodegmm dodmdgw@gdab bobyobo b&oc@oab 
M{gMbLAMy4(300b, Mmd~mob gMa-gMa JogmmMenbaM|dgm@m gmgdgoHb o6S MZ0emo0 330M Ho 
boMImo~@a gbb; 

© EMMMd AsbdoZgemdodo, sMbadbyemn sMBo3yemo(309, AHMAQ{E@a’Z SybqdOMsE@ 934M- 
bayMa boboomoab of ymoRames, Mobwomeb of(39 938RMbaq*mM bgMbseE, MMI~oab I9d39md0M0(3 
be97d0 BndbyMa Gadab LoMaGyomm bLodegmab dgHMymose Eo MHI Yoo dyjbeom3ebo 
LAM y7IH®qQMob mMasbod do wo Z3o~@sbbaM|d9; sdazZoMo@, B30MGHym0 oMBog3yemo(309 b306%- 
Ga bobadegmm Mg8g{7M8yoMab gbagGoj3494H, L&oemyM Cadbsw o4(30; dJg~mga0@, 20 O4(30 
80db4yMHO Bodsab LoMaSyoom bodegMgdab jo~@osbbyMa boba~@mab gMm-gMa dmog0M do3mb- 
LAMM {dgE~ 90mgd96 80; IqbogomyMa Hg:o~@mbobMabom, 2363ce9d0 MMHa — B30bGyMo Cs 
oabmbyGo 3.EbbyGHo RoMAm, GmMI{G@mMog|sb 8oH3g9e0 (33068 M0) IjomgjeynMo BModb9J- 
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dob, beam damm (y6obmbyM0) — gRabsmyMa BMbbLAMydJ(30gd0b B3o~@obbaMmydobob ohgbb 
oo3b; 

© mgModgGo oMbgdyemo bdmsbo~@sb (S9e@bB9dm L3cbgmdo 18 bdmgebo wob&ym- 
(0909) bodob agodmygb9d0 s@mbadbyemn joe@obbomadobob, 3a04Mmd, asdmb3qyen00 abgmo 
LoSy3agMo gemgdg6 8 gd0b badobSogyMo dbod3zb6g9emmdom, MmamMa300: 3 (6dmdob, bo- 
CNOJd9M0 BndSMMZ5) Ed (B)o (BMMAQE@S ,ag980%-b Bsbo~mo, GmMIgm(3 smbodbs3b ~3- 
msgdob sobyb6b, asdmdobomb); Go(3 dgg69d0 0% bdmgsbb, b3064H M9389 8~yoMdO Job bdo- 
Moe QmMdab dgd4dbgema gemgdgo6 Gab Mmemo of3gb eo dmemmenboab, ooqbMymgdgeo obMab 
asamdgmadab dombygdgemno; 

© smbadbyemn do3Mmm-gMmobob mogabgdymo oMBogymoMydob aom3omobbobygd0m, 
ag0 BoMdmow@agbb b3069d0b degmab bL&omym bodobb wo aobi3gdb obgQmMdo(300b Lod@egmoab 
goba3qMa 3ym3ba~mgdabs ws yobMab dgobobyed. 


ssy~amMdsasmmamngen 


1. ggaMoas. sb. sbbodde~mo Madm, 1989 6. 80M39e~0 bds — Mmsnbs3 fodagmosbo, dgmmg bdo — 
39MMbGO gacmaobo. 


2. 3M 93899680 730MN0@06. Zo@EobL4yMa ImdMhomds 


3. ¥39R49M0 (M330. hobgMocm0s 6565 Bzo30bsdnbs Cs 9563 GqMdoqyG0b dogh 079658 09 
crnabsmom. bg. cmsbydeon, mo ocb odo, 2016. https://lazardb.gbv.de/detail/7517 
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NANA MZHAVANADZE 
(GEORGIA) 


ON ONE CADANCE ARTICULATION IN SVANS’ SINGING REPERTOIRE 


The relationship between a word and sound in Georgian folk music has been the subject of 
academic research. Historically, this study area has been the territory of linguists. But, over gen- 
erations, scholars of Georgian folk music were hard pressed to bypass verbal texts while studying 
musicological issues. On the one hand, the importance of the contribution of verbal language to 
the process of authentic form creation was hard to overlook (Gvarjaladze, 1983) On the other hand 
the clear semantic importance of the relationship between word and music was incontrovertible 
(Kalandadze-Makharadze, 1993). 

In his study of the intonational peculiarities of Georgian spoken word, the linguist S. Zhghenti 
provides interesting observations. The scholar broadly discusses various aspects of texts present in 
the Georgian singing repertoire and describes characteristics of language, where the presence of a 
word, can often be determined by the demands of the musical "tissue" of the song (Zhghenti, 1963). 
Another piece of research of the author, which is also a linguistic study, focuses on phonetical pe- 
culiarities of Svan language. Here Zhghenti states: "... Musicality of Svan speech is remarkable. 
Accentuation and intonation of Svan language is so rich that in this regard no other Kartvelian 
languages can be compared to it. Many things, which have been glossed over or weakened in fra- 
ternal Kartvelian languages, are clearly manifest" (Zhghenti, 1949: 96). In this research the author 
discusses general features of texts of songs and does not aim to expose any speech and singing lan- 
guage peculiarities of specific dialects. However, the author's postulations have greatly helped us to 
identify those orientations according to which we have set up our research directions. The following 
are some features of articulation which distinguish Svan singing from other dialects. 


Vowels and cadence articulation 

Limited acquaintance with Svan singing is enough to illustrate one feature, namely the sing- 
ing of vowels "1", "(w) o", and "(h)a" with a specific articulation which creates a distinctive style 
peculiar to Svaneti. Analysis of this phenomenon shows, that such musical-verbal articulation takes 
place especially in songs which are firmly related to sacred rites and rituals and have characteristic 
form and place in a ritual gathering. Using the definition of a genre by I. Zemtsovsky, these songs 
can be attributed as ritual hymns which mainly carry religious function (Zemtsovsky, 1983:61-65). 

This stylistic peculiarity can be described as follows: a) it occurs only in hymn-type songs, the 
verbal texts of which predominantly consist of vocables’, b) It is characteristic solely to the cadence 
parts of songs, c) the rhythm of a song is free, amorphic and, thus, the given cadence construction 
is free of metric frame; d) basically it is articulated by the middle and sometimes, top part in three 
part singing, e) melodically it involves a descending jump downwards to the supporting pitch note 
as a result of which the intervals: fourth, fifth, or unison are generated; f) it is sung with vowels: 1, 


'We have dedicated research to the issue of semantic texts in Svan songs, where we discuss types of vocables and their 
pivotal existence in the Svan repertoire [Mzhavanadze 2015]. 
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(h)a, (w)o; g) and is characterized by the following rhythmic [ J.]. and melodic peculiarities, such 
that instead of moving downwards to the axis step by step, the middle voice moves a step higher and 
makes an instant jump down with the interval of the fourth to the axis. This creates a vertical of the 
interval fifth. As for the movement with the interval fourth in the top voice, it mostly takes place at 
the very last cadence of a hymn and creates the ending unison. 


Fourth in svan music 

D. Araqishvili, the first scholar of Svan music, noted the leading role of the "jump with the 
fourth" compared to other forms of cadence movements (Araqishvili 1950: 40). S. Aslanishvili also 
paid special attention to the importance of the fourth interval in Svan singing in general and he 
believed this to be one of the indicators of the expression of ancient musical thinking (Aslanishvili 
1954: 38, 40). Most interestingly, the author considers the cadence with the interval fourth to be a 
feature of ritual singing which occurs not only in Svaneti, but also in Khevi, a region which repre- 
sents a musical dialect of one of the eastern Georgian mountain regions (Aslanishvili, 1954: 81). 

Although the author does not develop this issue, he indirectly demonstrates via this observa- 
tion that this phenomenon is of a common Georgian origin. The leading role of the fourth in Svan 
music, namely the ascending movement of the fourth on the edge of two sections, is further consid- 
ered by E. Garaqanidze as a stylistic feature of this musical dialect (Garaqanidze, 2011: 61). 

However, in Svaneti, this form of cadence is more intensively applied and distinguished by 
a particular method of articulation which makes it a stylistic feature of Svan ritual singing. There 
occur both an incomplete form which comes at the end of a phrase with the fifth in vertical (the 
fifth frame) and a complete form, when a descending jump with the fourth by a top voice results in 
ending unison between the voices (unison frame)’. In order to create a better understanding of the 
phenomenon, we are including within this paper only one hymn since the articulation forms of other 
hymns—Jgragish, Sadam, Ga, Wo Krisdeesh, Zari, etc.—are identical (Audio ex.1,2). 


Accidental or “inherent in bloodline” 

One interesting observation clearly shows an ethnical, ontological characteristic of such artic- 
ulation. While listening personally to audio recordings, suddenly, a characteristic "fourth" articula- 
tion revealed itself in a Svan version of "Holy God" which 1s a funeral ritual chant sung in Georgian 
language. The chant is a part of Christian service rite and has a canonical text which 1s strictly pre- 
served in its Svan version and which is sung in Svaneti during the ritual of burying a body. There are 
several versions of the hymn which differ only mildly from one another. As I was listening to one 
of the variants of it, sung in two choirs three times (it 1s customarily sung three times in any given 
rendition) by the Riho ensemble from upper Bal Svaneti, I noted that, before they turn round the 
hymn for the third time, the middle voice sings the last vowel of the word Ghmerto (meaning 


*Majority of audio sources we analyzed, reveals this peculiarity of the singing articulation in Svan songs with a couple 
of exceptions among which are for example: "Jgragish" (recorded by Ivette Grimout decades ago and the same hymn 
recorded by us in Udabno recently). In the version recorded by us there is no articulation of the fourth cadence of Svan 
type the reason of which, I think, could be that the top part was sung by a non-Svan guest. The hosts were very careful 
trying to respect the guest carefully following him. As to the recording made by Ivette Grimout, although there is no 
internal cadence creating the fifth frame heard, but the final jump with the fourth downwards to the unison (the unison 
frame) is obvious. There are other hymns sung in the same form. For example: "Zari" (Jokia Meshveliani version), 
although it necessarily shows itself in the final cadence. 
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God) with this peculiar articulation, dropping with the fourth interval with the use of a scarcely 
perceptible glissando. In songs with clearly regulated rhythm and timing and clearly structured 
forms, there is no space left for such an articulation formula and, thus, it does not occur. One of 
the main reasons for such articulation though, in our opinion, must be explained by its remote 
early Georgian roots since it is not heard in the rest of Georgia now. However, its noteworthy one- 
time appearance in the Svan version of a Georgian chant we do not consider accidental because 
such an "accident" is determined by force of habit "inherent in the bloodline", which during free 
improvisation inadvertently, unconsciously manifests itself . 


Euphonic ool? 

In so called "nonverbal" hymns with free rhythm, the cadence formula assumes the function 
of internal regulation and rhythmic coordination within the construct of the hymn. This group of 
Svan songs which manifest modal thinking and modal-harmony the function of which is obscure, 
forms a freely and continuously flowing constructed composition which is enhanced by asym- 
metric and irregular meter, and rhythmic pulsation. Here the given "fourth" melodic segment of 
the phrase promotes the cognition of the hymn and guarantees its integrity. It grants the seem- 
ingly amorphous structure internal symmetry and thus, forms "asymmetric symmetry’. 

As we see, the given articulation phenomenon has a clearly euphonic function and infuses 
the construction with unique aesthetic nuances. The intensity of its use makes such articulation a 
stylistic feature of Svan ritual hymns. 


Musical idiom: "Svan ritual song of worship" 

In addition to euphonic determinants, such melodic "fourth interval” articulation reveals 
its semantic nature too. The use of linguistic methods in analysis of a given musical body of 
work (Seeger, Nettle, Bright, etc.), indicates significant results. I. Zemtsovsky, while discussing 
articulation, notes that "...1t represents a clearly marked ethnic indicator. Even before hearing the 
words, intonation vocabulary, type of melody and genre, with only one intense burst of articu- 
lation and type of intoning we can recognize the ethnic locus of a folk singer?” (translation by 
me - N.M.) (Zemtsovsky, 1991: 156). For a listener who is more or less aware of Svan singing 
and is an experienced singer, hearing this two-tone micro-phrase in combination with the vowels 
-i/a/o and sung with the relevant articulation (including rhythmic-timbre characteristics), already 
contains important information. Even although it does not display a verbal unit which conveys a 
complete musical thought and is sung only on one vowel, immediately it points to certain ethnic 
or dialectic origins. Furthermore, it also identifies which genre any song belongs to. The given 
information is accumulated in the following terminology: "Svan ritual song of worship". Such 
strong semantics of the two-note formula affords it a meaning of "musical idiom" and explains 
its content*. 


>Prof. Elguja Dadunashvili refers to this term while describing poetic forms and says: "a poem is identified by a sym- 
metry and expectation. There are segments ,the regular use of which serves to bring a feeling of symmetry and helps 
with cognition of the piece as a poem. In other words, this segment brings the expectation that it will be repeated. Such 
elements can be rhythm or refrain. But where these elements are absent (for example "verlibr") then this function is 
performed by content-carrying construction, which creates the expectation that they will be repeated." 


41 wondered if I could consider this musical unit as part of Svan singing vocabulary, or a smallest unit of Svan singing 
syntaxes, or "museme", which Ch. Seeger, according to analogy of a linguistic model, considers to be a completed 
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Why fourth? 

We have described a form of "fourth interval" vocal articulation and its euphonic peculiarity 
which we believe to be a stylistic feature of Svan ritual singing and thus, we have attempted to 
answer the question "What?" 1.e. what kind of phenomenon is this?" However, the answer to the 
question of why this central stylistic feature exists in this way, and how it evolved are both ques- 
tions of equal importance. Besides, the answer to the question "why?" is also very interesting. What 
determines such an articulation phenomenon in Svan singing? Why does a Svan choose a long 
roundabout way to get to the axis note which could be accomplished in just one musical "step" (to 
the second)? We are of the opinion that this, one crucial, but superficially barely perceptible detail 
manifests an indivisible feature of Svan singing, as they express themselves musically via polypho- 
ny, and demonstrate thought processes causing them to think polyphonically in musical expression. 

V. Akhobadze, describing a field expedition in Svaneti, recalls a moment which took him by 
surprise. This was when he heard very small (3-4 year old) Svan children singing in three parts: 
"...three little kids... they were pacing holding hands in front of the house and singing a three-part 
Svan perkhuli (round dance song)... In all, we heard from them three songs with a round dance. 
The three part arrangement was very obvious. We could clearly hear three part harmonies arranged 
in both thirds and non-third chords" (Akhobadze, 1957: 16). 

Similarly, when we ourselves are engaged in field work, we frequently encounter the moment 
when a Svan, including those with "no ear" manages to somehow adjust the voice to a leading 
singer and persistently try to remain in the fourth and the fifth in relation to other voices. In his 
research on peculiarities of Georgian mode and harmony language, K. Chokhonelidze picks out 
intervals of the fourth and the fifth as the axis notes coordinating the melodic (linear) and harmonic 
(vertical) tissue of a song and he considers these intervals to be an "organizing power for the whole 
sound system” [Chokhonelidze, 1983:28]. In Svaneti, the significance of the fourth as a leading 
and coordinating interval, is proved by two-part segments of three-part songs of Svan songs and 
the two-part version of "Kviria" preserved up to today. Sh. Aslanishvili, discussing two different 
branches of Georgian polyphony and different formative routes, and basing his work on analysis of 
Svan songs, concludes that ”... transition into complex polyphony occurred via adding pure fifths 
above to the two lower voices...” (Aslanishvili, 1954:37). The interval between the two lower parts 
referred to here is the "fourth". Thus, I think that within the cadence segment of the ending phrases, 
a fundamental element of Svan musical thinking reveals itself: the coordination of the vertical by 
the fourth which the upper voices realize in the cadence part and via an instant sliding down, jump 
to the fourth interval. I believe that this process 1s determined by the inevitable attempt to strive 
for materialization of the fourth interval in the vertical. A singer hears this interval before it 1s sung 
and it is as if, he tries to make the interval sound in the same voice at the same time to create a two- 
part vertical in the fourth. Therefore, we believe that this articulation, which is not ontologically 
euphonic, over time became a euphonic, stylistic peculiarity of the Svan singing repertoire. Rope 
of the fourth as melodic interval, has manifested itself in our own expedition recordings, including 
some group ritual prayers and solo weeping (Audio ex. 3, 4; fig. 1, 2). 


element of a musical form or a mood. Eventually, I decided that concept of "musical idiom” better describes an essence 
of a phenomenon. "We know that experienced listeners have a hierarchal internal representation of relevant structures 
within their musical idiom that govern expectations of what is to come next” (McCmullen & Saffron, 2004:297). This 
definition from which we borrowed the term "musical idiom" better describes this concept. 
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"All (divine) mysteries are buried in this language. . ."' 

In order to exhaust the issue, I became interested in why this phenomenon 1s paired only with 
certain vowels. As I have noted above, such articulation of the interval fourth, as a rule, is sung with 
three vowels: -i/a/o. The texts of ritual hymns, to which such articulation is predominantly typical, 
consist of mainly syllables and vowels and meaningful texts. They are typically often sung at the be- 
ginning of a hymn by a leading singer who starts the song and at the final phrase which 1s sometimes 
recitative. On rare occasions ,in so called "wordless” songs, one word with semantic meaning is dis- 
tributed over the whole musical construction which is filled with filler vowels. 

In Svan language (Upper Svan dialect), apart from ordinary vowels such as a, e, 1, 0 u, there are 
vowels with umlauts and long vowels. The language also contains so called mediating vowel typical 
to Megrelian and Laz languages and sounds such as iota and 3 ($90) (Chumburidze, 2007). Despite 
such variety, the articulation with the fourth happens only with three vowels. Detailed observation 
shows us that the vowel "o" generally sounds together with 'z' ("3"). A hymn is characterised with a 
specific vowel and/or a syllable. For example, in “Zari” (a funeral hymn), the fourth articulation occurs 
only with "wo” (“z”). As our previous research shows, in Svan singing vocabulary the given syllable 
has a supplication-veneration function and is applied to call up the supernatural power (3~@Didab, 
joJgrag, 3 Krisdeesh, etc.). I believe that the use of "wo" (3™) in Svan hymns with the fourth articu- 
lation, in this case, in the hymn (Zari) which is sung as part of a funeral ritual, is determined by the 
semantic significance of this verbal unit. The same can be said about the vowel "a", which, if observed 
carefully, often is heard with the consonant "h", which is likely to be caused by the significance of the 
"ieha" formula, studied and defined in our research mentioned above. As to the vowel "1", it 1s an or- 
ganic element of Svan language syntax and carries the significance of the particle "yes" which makes 


wen 
1 


its frequent use in all the genres, including hymns, very understandable. The particle "1" (meaning 
"and") creates the mode of expectation and does not finish a thought. In this respect, we can explain its 
multi-use while constructing the inter-cadences with the articulation of the fourth. For example, in the 
hymn of "Jgragish" it is used between inner sections of the construction of the hymn as a transitional 


Pal 


segment and ends with the articulation of the fourth. As for the very end of the hymn, the vowel "1" is 


went 
1 


replaced with "wo" (gm). We think, in this case, the function of "i" 1s to help with continuous flow of 
the phrase via creating an expectation that we are going to restart the singing again for the second and 
or third time and thus, it always predicts the transition. As to “wo” (3), it is typical to the very last 
cadence completing the whole hymn. 

Thus, we believe, the use of the given vowels is not an arbitrary phenomenon and 1s likely to be 


determined by the factors, described above’. 


Conclusion: 

Svan singing repertoire is featured with one peculiar type of articulation which is a quick 
descending jump on the interval fourth in middle (sometimes top) voice and which adds Svan sing- 
ing a unique colour. Identification and analysis of this articulation which I have observed to be an 
attribute of ritual hymn-type songs, helps me to argue that: 

- itis an important element which mirrors ontological level of Svans polyphonic thinking and 


> i 


we will get back to the use of the particle "1" as a member of a sentence with a specific function to deepen the discus- 
sion about its use in Svan singing and its role of form-making role and will compare its equivalent in Georgian songs 
"da" (yes, in Georgian). 
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manifestation, which allows to reconstruct the beginning stage of Svans music making coordinated 
by the interval fourth; 

- over times this articulation which was not euphonic initially, has developed as an euphonic 
tool to organize and complete the metrically and rhythmically obscure shape of hymn-type ritual 
songs and thus, became an aesthetic stylistic feature of Svan singing repertoire; Thus, it has become 
the main building material for cadence parts of hymn-type ritual songs; Musically there occur two 
"fifth frame" and "unison frame" type cadences out of which the former (fifth) is to complete in- 
terim phrases and the latter (unison) to finals the hymn; 

- Use of only three vowels (out of 18 in upper Svaneti) is determined by the semantic signifi- 
cance of the verbal units such as: "wo" (a supplication-veneration utterance) and "(h)a" (part of 


wen 
1 


"ieha" formula meaning the response from a Supreme power); as to the vowel "1", as part of Svan 
language syntax (meaning connection "and"), as its Georgian equivalent "da", is often used in Svan 
repertoire to construct a phrase and create a mode of expectation of an unfinished thought; 

- Considering the specific way of articulation of the given micro-phrase, it represents a distinc- 
tive stylistic feature of Svans' singing and accumulates the information about the (ethnical) origin 


of a song and a genre. 


Audio examples 

1. Kviria.. Ensemble Riho, 1989. I voice — Taisav Chamgeliani, IT voice — Geronti Pilpani. 

2. A fragment from Kviria. Cadence movement. 

3. Group prayer. Recorded by Nana Mjavanadze and Frenk Scherbaum at the celebration Litnaghil. Vil. 
of Lakhushdi, Latali community, 2016. https://lazardb.gbv.de/detail/75 17 GroupPrayerTanghiliTake1— 
TanghiliChurch—MuradGigoRomeo—20160725—VSOA X4.mov 

4. Female lament. Perf. Niania Tserediani. Recorded by Nana Mjavanadze and Frenk Scherbaum, Latali, 
2016 https://lazardb.gbv.de/detail/7517 Weeping—Latali Village—FuneralSingersLatali—20160811—VS- 
OAX4.mov 


References: 


Akhobadze, Vladimer. (1957). Kartuli svanuri khalkhuri simgrerebi (Georgian Svan Folk Songs). Tbi- 
lisi: Technika da shroma (Georgian and Russian). 


Araqishvili, Dimitri. (1950). Svan Folk Songs. Tbilisi: Khelovneba. 


Aslanishvili, Shalva. (1954). Assays on Georgian Folk Songs, vol. 1. Tbilisi: Khelovneba. 


On One Cadance Articulation in Svans' Singing Repertoire a1 


Chokhonelidze, Evsevi. (1983). “Diatonur kilota sakitkhebisatvis kartul khalkhur musikashi” (“On Dia- 
tonic Modes in Georgian Folk Music’). In: Kartuli Khalkhuri Musikis Kilo, Melodika Da Ritmi (Mode, 
Melody and Rhythm of Georgian Folk Music). Pp. 3—30. Responsible editor: Shaverzashvili, Aleksan- 
dre. Tbilisi: Tbilisi State Conservatoire (in Georgian with Russian summary). 


Chumburidze, Zurab. (editor). (2007). Svanuri ena. (Svan Language [Grammar review, texts, vocabu- 
lary]). Comp.: Chumburidze, Z., Nizharadze, L., Kurdadze, R. Tbilisi: Petiti Publishing house (in 
Georgian). 


Garaqanidze, Edisher. (2011). Georgian Musical Dialects and Their Interrelationship. Tbilisi: Sakartve- 
los Matsne (in Georgian with English summary). 


Gvarjaladze, Gulnara. (1983). “Ritmicheskie osobennosti Gruzinskoi narodnoi pesni” (“Rhythmical Pe- 
culiarities of Georgian Folk Song”). In: Kartuli khalkhuri musikis kilo, melodika da ritmi (Mode, 
Melody and Rhythm of Georgian Folk Music). Pp. 115—136. Responsible editor: Shaverzashvili, Alex- 
andre. Tbilisi: Tbilisi State Conservatoire (in Russian). 


Kalandadze—Makharadze, Nino. (1993). Kartuli folkloris poetikisa da musikaluri tekstis semantika (Po- 
etic and Musical Text Semantics of Georgian Folklore). Fond of Manuscripts of scientific papers at the 
Tbilisi State Conservatory’s Library (Tbilisi State Conservatoire). N5910. (in Georgian). 


McCmullen, Erin and Saffron, Jenny. (2004). “Music and Language: A Developmental Comparison”. 
In: Music Perception: An Interdisciplinary Journal. Vol. 21 No. 3, Spring 2004; Pp. 289-311. DOT: 
10.1525/mp.2004.21.3.289. 


Mzhavanadze, Nana and Chamgeliani, Madona. (2016). “On the Problem of Asemantic Texts of Svan 
Songs”. In: Kadmos 8: 7-109. 


Zemtsovsky, Izaly. (1983). “K teori zhanra v folklore” ("For the Theory of Genres in the Folklore’), In: 
Sovetskaia Musika, Ne4: 61-65. Moscow (in Russian). 


Zemtsovsky, Izaly. (1991). “Artikulatsia folklore kak znak etnicheskoi kulturi’” (“The Articulation of 
Folklore as a Sign of Ethnic Culture’). In: Etnoznakovie funkcii kulturi (Ethnic functions of culture). 
Pp. 152-189. Moscow: Nauka. 


Zhghenti, Sergi. (1949). Svan Language Phonetics Major Issues, experimental study. Tbilisi: The USSR 
Academy of Sciences. 


Zhghenti, Sergi. (1963). Georgian—Language Rythmical—Melodical Structure. Tbilisi: state publishing 
house Tsodzna. 


MH69M00N. bob65 dyogo0bod9. 
372 APPENDIX. Nana Mzhavanadze. 


Lamson To. aobbmM3agmgoyjemn dagMgQd0. 330M &o=500 (3966). 
Figure la. Realized pitches. Fourth = 500 cents. 


Lymoon 16. Codsdmbab LooSobGago 4 bd-ob aobdo3~mmdsdo. 
Figure 1b. Range statistics in 4 sec windows shifted over whole trace. 


Ee ee ee 


LModModNb GOBNOI6BNL GIL: 94 b9MHdmeEa gba 3 LyMomn. 80M3g9~ LyMomdg Ie3gd-yem0 
(30L3 90 B9MBaM ]d0! sEbodbssh EsdGaM|dmab dagM asbbmM3ng~mgdyE ym3gem dagMob 


onoasdob RIM LyMomo ob. 396a39M@bg: WWw.polyphony.ge 
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eMMdo ws dob dgmmeaynM ob yM3Z0emyM Lo~wowgh y3gqmaob, Lo~o(3 TONY-b 8mmamodo 
dabo godboo00b boedyomadeb admggo. dgmMg bymemdy de3qdqemos ob 068 4h30e M0 
Low@n@gdo (dobodae~ymo ws dodbods~ Mo), Mmdgemn3 4-bsd0s6 —@M0a9968 9ddo 
BoMdmagdbgd0 120-bodosbo dmbo33qgmab aobdogmmdsdo. Mmam™3 3bg~mo3m, Y3gem0'd9 
bdoMse@ Ed OOS A bLayYMse@ LOmMMI@ 6d. B30MGHob 068 MZ0em0 a3Zb3~egd0. Agbodg LymMomo 
YRAM AsRaMABMymo bobom boMdmagnwagbb d9-2 LymMomdg bohgg969d obaQmMdo3oob. 
of ombodbymns ab M309EmyMHo DbgqgMB0E@gd0. dgbodsdoboe@, 6d. B30MBo y3gqmobq 


ab Sg bbayMoe@ asdmygbgdse@0 DgmmeanMmoa ab& M300. 


THE RULE FOR READING THE DIAGRAM: presented here are 3 figures. Blue spots” on 
Figure 1 stand for each sound uttered by the weeper in time and its melodic interval everywhere 
where TONY program allows documenting it. Figure 2 shows all the interval sizes (minimal and 
maximal) created in 4-second fragments during 120-second section. As we see, pure fourth is the 
most frequently and intensely encountered interval. Figure 3 presents the information of Fig 2. in 
more filtered form. Here indicated are interval peaks. 

Therefore, pure fourth is the most intensively used interval. 

Lymomn 2. dagmab Lodommab gobbobm3me. 330MHo = 500 (3968b. 

Figure 2. Pitch determination. 


Pitch determination using TONY (Mauch et al. 2014) 


fe =f oe kk mh & a Py i? 


start: 152.5 Hz Top: 201.1 Hz 


=> step size = 1200 Log[2,201.1/152.5] 
= 479 cents 


Fourth = 500 cents 


* Coloured figures of the diagram is available at www.polyphony.ge 
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LModModNb GosNOI638Nb GILO: yMex0 bodQd0 qhg969d696 dagMadob Lodsmmab (8mMMo0- 
BMbGHomyM aobgamsM dob, dnde@gZ8HMdob). 8039 LyMom dg aboMo smbodbs3b eMo%bab 
@obobyoabb, bmaam dgmMg bg y3gmobg Jomom dagmob; of hobb, md acmoabsbeamydobob 


wmobobyobowsb (y3qm5b9 wWodomn dagMa~@sb) y3qmob]j Jomom~ dagMod~@g Isbdo~@ma dgs~e- 
agbb 6d. 330M®ob. 


THE RULE FOR READING THE DIAGRAM: blue lines indicate the pitch (horizontal develop- 
ment, succession). On Figure | the arrow indicates the beginning of the phrase, on Figure 2 — the 
highest pitch; it also shows that the distance between the beginning of glissando (the lowest pitch) 
and the highest pitch is pure fourth. 
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VII FNLIIIS 
(NS30I6005) 


JIADD 969ENN DIIIEGHN LNILIHIGN, HM3MMHG 
JOMNIBIS 8d99TNGOI9 IMSBSEKbINSEN BIN GIMNL 98GIMESGNGO' 


qomoanmo dAybogomyAMa BymBqMmo bomdmeagbamns bogMmM @o bobymaghm 
IMs3g0Mbdnsbmdom, MMIgMbs(3 Cn@A ALAMMas s43gb. Joybg~@s30@ sdabs, of dande~9- 
Od JaggogmgyMm Agbogomygmo ggmBgmob ob gobemgbo &gbe@g_6g0go0, MmdIe~gJO0(3 


SMIMbsZ~mg_M bojoMaggemmb daob gymbggdob 8m3ymoMy~mo QMmymmMymo bLodegm)- 
dom oMob bomdmeagbamo. ImbbybgZd0do ZnboydMQd obo~mo QMEmyjemmMymoa bLad~regmydob 


Mmmdg. 

bogoMm3gmmdo Rodmb3msdeg, 99 30(33mMe@0 domme bombyMn AMogo~@mbdosbmdolb 
Hsd~@g6ad9 badydo dods30(3Ms MABIMHYoMo@sbH Ed 9M 30(36MdE0 sbo~mo QmMm3mmmMy~@mo 
Lodmgmgdab yobmb. dob dgdega, (3 439M 3939(3060 JoMayen dgbojgomyM 3qymByMob, 
d9360db69 smdmbogmgm doob 3xymbgg9d0b bombymo bLodegmgdob ob dobsboomgdemgdo, 
Mmdmgdac3._ Lbgomdg6 dodogo(i3mo DAhogembdosbmdob dobsboomgdmydobaob. dodojo(3mo 
IMo3zombdosbmdobasb asbbb3039460m, smdmbe3gmymab doob 3yymbg9d0b bombym bod- 
Mg9MIdbL, daMoms@se, Jomgdo sbhGymgd96. obobo LH Ameo ds goMImbob (s3m%egmbo) 
56 gQobenmolb (Lodgd0060 bo 3930), AdZNsMS@, CEMmoab (osboM%Sysdo) mobbem9dom. bo- 
8Y¥309H0 GHoJb8o Eo AygboZgomyAMo aodmbosH3Zo yR|MM Jdm(304qMod. 

9d MIJsbmsb Wojo3doMQd0M, sbemobsbb smdmgZohaby LoobByMg{b~m o~mdmdo, Mmdgm- 
dac3_ dg bynes fobobymo ,myadyma bodmgme". andgmo bogomaggmmb mambdgbobodbs3o0 
Bq Mbg0, MMdgZmMa(3 DeEgdoMgmdb BZo3Z3o0bombob AMeEa~mMmMosmdmbs3mg{mom. sd j3~ynbgd0, 
domo dgdLMyemgdgma — MgmMs MomoMsndy LoyM3ggmmMoME (36Mda~Mas Mog0ba dod bo~w- 
390 MMRZom AMO Lad~rE_gmam Ms ~Modobos OMdgmo". OB9dIMM bobbg6gd syy~OM s~mdmd- 
do, ob939, dgbyemns AMeamMmMosmdmbse3mg{n Ioob L630 jymbggd0b (36mdo~mo bo~mbsymo 
LodmgMgd0 ws Age~mmengdn (bgBLqHQeEo, IMb|IyMa Ed AmoyAE Mo). B9dO sbHam, 3M- 
bgjomdb dobgb0, Mab aodm3 bobgemoa ,mqdqmo" RoMame asdmboGHo3b hMeammoemdm- 
bogmgm daob 3ymb g9db; gb dgodmgde ogbbb9m MomoMsadob ImdymoMmdam, MmMamMhH(3 
8ML8-bodgmms bofJoMmggmmdo, aby dab gomam|db aoMgm. 

MomoeMsoadab mobobdoe, Lodgmme 3960Me@d0%, ondgnmab dbas3gboe@, boembymo bod- 
MgMob Jommo-dgdbMymgdemgd0 daob bb6ge gymbggddac3 0M 043696 8maQmoMayemg|do. dobo 
dgbnd3bs s@sbh&yMmgob, Mmd 1930-n960 Bemgdob ,gmbmamogaymn aybegdab" M939m- 
HyMHo, AMAgGMa’yZ JoMay{em bodgrms BymByMob obobogb, oM IAma303b AMeammsmdm- 
Logm gm dnob wo bodbmane@obs3mygm gyynb9900b° bombym badmgmygdb. odagema Mg93- 
IM HgQoMob oMbgdmdab Ggbegb6(300b sbobsgh sbbodd~m ,Mayabmogob,, (36mdoma o~mdmdo 


' bono oaqdanmo LbodmgMmgdobe, ob939, MmamM3 s@dmbogmgm Joob bbgo 3ymbggd0b sbo~mo Qmm3~mmm- 
aoa bodmgmgdab boymggmoem smdyqmoMmmdnb bojgambdg dgGo abo~gm: Bobomye, 3. ,obo~mo oydymo 


Lodmgmgdob omBgMboGoyma Mmm MobsdgeMng9 JoMayem AgbozomyM BqymBqyModo”. gm. yxyMboemdo 
Ig b030643MEOb9Md05 wos Gam sAyanmemgoe, 2015 (2): 63—74. 


76896309, 28.12. 2013 
31930-ns60 Bemgdob gnbmamogaymo aybegdab Mg3gMmMHyoMab dgbobgd CsdoGhydam0 obamMdo(30a0bamgob 


abaya: gH 4mdsadgog~o, 0. 2007. JomMayma AmbmhobsbyMJd0 ~(36mgado (odocmobo: Jomoaymoa boombamo 
Lodmgmab bLogMmsdmmoabe (39680), 207-211. 
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,00 Jomanmo badmgme". 1980-0960 begdab bogoMaggemmdo QmemjgemmmMoab somMdobgdob 
sbooma AmdMHomds abygdb sy3039d0b. ao~womoebas Jomo-dmdmgmemgdob bobygbm mg89m- 
HyoMo, Poaosmams@, bsbhygd0 Es wWoSoMydg9d0. od osbo~mds ByMByMymdo & 6c b6300d 
Boobsmmabs mMomoMesadab abengo@yomyMoa bobod~gmm dgdmdg~@goo. 

MoMoMsadab Aynbajod dbmamam smnsMgd9 drmadmg3s, aobbogymmMydom 3mbG-bodgm- 
ms 3g9Mame@do. bodgmms go3doMob wsdmob dgdoga, Jommggmme doaMo309 aonbsM@o 
93Mm8ab J3ggybgddo. daybg@oge@ adobs, md s@anmmdmMnagn dImbobemgmdob d9d(30%9- 
do LodbyboMm Amagmgyboo, dgbodmgdgemas, MMI 9d dogMo3oymds 8Mm39b9dd0 bao 
dg bym JomManmoa dybogob Ibmamam smasMgdob. MomoeMoadgh 06393e@696 Jomaxyeo 
Cosb3mMydob dagmM mMasbodgay~@m 36398909. SoAHMMas Jma(393@0 JoMM3Z9™ Co 
y(36magem DLdgZbgmb. MomoMsndg sE@badbo3b, Mmd q36MyAM oyeaSMMosb Jobo dybago, 
dgemmenaab dgmobfmmoynma wo gdm30qMa dobsboomgdamydob aodm, 39mMdomymoa &yJb- 
Gob moMadobab g0%9d9 gLdmeEds*. MmamM3 9E60d653~e696, q(3bmgemo ALIg7G|EmO BaMMmeEs 
Dd O3ZNMO{dMeE Jobo JaLMymydobasb?. dob, 0b9395, ImazgambMmm bobmemrb dagoggye dso- 
4O9, GMAg7Ebs3 qygoMb Jobo Aygba3ab dmbdg7bs°. GmamGH’y Mog0@ sa3obbbo, dob Iybogob 
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NEW TUSHETIAN FEMALE SONGS AS AN ALTERNATIVE TO 
GEORGIAN MALE POLYPHONIC CULTURE! 


Georgian musical culture is known as secular and sacred polyphonic singing, which has a 
long history. However, the recent tendency of new musical culture (which is represented by pop 
folksongs from eastern mountain regions) is a factor that cannot be ignored. This paper discusses 
the role of new folksongs. 

Before I came to Georgia, I only knew of a few male folk polyphonies, and I did not know of 
the new folksong genre. However, as I learned more about the Georgian musical culture, I noticed 
the characteristics of folksongs from mountain regions, which are different from those of male folk 
polyphony. Unlike the male folk polyphony, folksongs from mountain regions are mainly sung by 
women. They are accompanied by a Garmoni (accordion) or a Panduri (stringed instrument), and 
occasionally a Doli (drum), and the text and musical expression are more emotional. 

Regarding this theme, I recently discovered an interesting album, which contains a track titled 
"Tushetian Song". Tusheti is a sightseeing area in Georgia, which 1s located in the northeast Cauca- 
sian mountains. In this region, the female folksinger Lela Tataraidze 1s well known for the attractive 
local song "Ra lamazia Tusheti" (What a Beauty Tusheti Is). However, the aforementioned album 
also features the aforementioned album also features famous folksongs and melodies from other 
northeast mountain regions (such as Khevsureti, Khevi, and Mtiuleti). In my opinion, there is a 
reason why the name "Tushetian" broadly represents the northeastern mountain regions; it can be 
explained by the fame of Tataraidze, both globally and in post-Soviet Georgia. 

According to Tataraidze, female folksingers were not popular in mountain regions like Tusheti 
during the Soviet period’. Her remark proves the fact that the repertory of "ethnographic choirs" of 
the 1930s (which represented the Soviet Georgian culture) did not include folksongs from north- 
eastern mountain regions and southwestern regions’. Such a tendency to have a repertory is also 
reflected in the famous album 60 Georgian Songs by the Rustavi ensemble. However, in the 1980s, 
the new folk revival movement flourished in Georgia. The stage performances of female folksing- 
ers, such as lullabies and laments, were reevaluated, and this new cultural tendency also encouraged 
Tataraidze's individual singers' activity. 

Especially in the post-Soviet period, Tataraidze's music acquired worldwide fame. After the 
collapse of the Soviet Union, the migration of the Georgian people increased, especially to Europe- 
an countries. Although the decrease of the domestic population is unfortunate, it is possible that this 


‘For more on the national popularity of new Tushetian songs as well as new folk songs from other eastern mountain 
regions, see Hisaoka K. 2016. "The Alternative Role of New Tushetian Song in Contemporary Georgian Music Cul- 
ture," Musicology and Cultural Science I] (2): 63—74. 
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migration process facilitates the worldwide acceptance of Georgian music. Tataraidze was invited 
to sing at a concert, which was held by the Georgian diaspora community. The audience included 
Georgian and foreign people. Tataraidze said that the foreign audience could understand her music 
without the translation of text because of the melancholic and emotional character of the melo- 
dies*. She said that at her concerts, which were held by Georgian diaspora community, sometimes 
audiences, including foreign people, cried and were healed by her performance’. She also referred 
to a bedridden boy in France, who loved to listen to her music®. As she explained, her music has 
a certain impact in European countries. Her album Janghi (Morning Fog) was produced by Pan 
Records in Berlin. 

In the domestic industry, Tataraidze's music also has a certain influence. Her music appeals 
to audiences with a wide range of ages, genders, and social strata. Recently, her music was also 
covered by a young male pop singer. The attractiveness of her music can be attributed to its render- 
ing of the nostalgia for a village landscape. This concept is expressed by the song "What a Beauty 
Tusheti Is". Many of her new Tushetian songs follow a ballad style that expresses the individual 
feelings of women, like the hardships faced by women in a patriarchal society. It runs counter to 
male polyphonic singing, which has been representative of Georgian national culture since the 
Soviet period (See Table 1). 

Moreover, the musical structure of new Tushetian songs has a Pan-Caucasian character. This 
structure is also true of other new folksongs from the northeastern mountains, such as the music 
of the Gogochuri Sisters from Khevsuret. It is based on a 6/8 rhythm, which is standard for the 
folk music of other northern Caucasian people. The Doli and Garmoni are also popular among the 
northern Caucasian groups. Although it has a local, hybrid musical character, "Tushetian Song" has 
national popularity in post-Soviet Georgia. Young, amateur folk musicians of different dialects also 
like to play new Tushetian songs, as well as other pop folk ballads from the northeast mountain 
regions. 

However, I feel there is a gap between the current popularity of new local, hybrid folksongs, 
and the narrative of Georgian national culture in conventional musicological studies. These studies 
explain why the Georgian musical culture has a long tradition’. It is symbolized as secular and 
sacred male polyphony of the countryside, which is constructed by community spirits. However, 
recently, the main consumer of male polyphonic singing 1s foreign, and its main performer is from 
the intellectual stratum of Tbilisi*. Of course, in several regions of Georgia, certain local people 
(irrespective of age or social strata) are participating in the preservation of polyphonic singing. 

However, compared with male polyphonic singing, the new folksongs from mountain regions 
can be performed by a wider stratum of society, including women. As this situation has recently 
shown, the performers of folk music (especially the younger generation) use the term "folklore," 
rather than "culture". Ideologically, the term culture refers to secular and sacred male polyphonic 
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For more on the discourse on the nationality of polyphonic singing through the lens of folk music research, see the 
collection of papers by Tsurtsumia, R., and J. Jordania, eds. Echoes from Georgia: Seventeen Arguments on Georgian 
Polyphony (2010 New York: Nova Scince Publisher). 
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singing, rather than the folksongs performed by women. However, the term folklore can include the 
various genre of folk music from several provinces. As symbolized by the State Folklore Center of 
Georgia, which works towards preserving folk music as well as other oral traditions and traditional 
crafts, the term "folklore" is used in a broad sense by the Georgian people. As I discussed earlier, in 
post-Soviet Georgia, new Tushetian songs as well as new folk songs from other eastern mountain 
regions gained national popularity. They became popular because of their local and nostalgic char- 
acter and the emotional expression of female singers, which 1s not characteristic of male polyphonic 
singing as well as other modern popular genres of global music. 
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dmg demmdo, aobob6303mMb gMmdobgmabsaeb, Mo oMab wodoGyoyemo 0db9, Mo(3 MMogao- 
BsemqMoe@ aym dgmmensda? s4gm dom boMo, wonbsbmb, my Mo YoIZb Jobbos3gmgdmab 
DgbMymadob Loand3gmoe@ wo Ms somMamMamdgdn obo COsdsH dyemo, Jgydmoom 3a dom 
od smMammMoamdgdob 99d—M(300M393900 od od abamM bo3moMa 39Mbaab doq4dbs, Mmdgc~a(3 
NOJHHQMas dobbo3gmadmoab dgbMHymadobo? bobsde3amydo se@gamns odob fAggbgd0, md 
Log0@obb30 Agnbogmboab dgbmymgds oM oMolb (SL Goo) 03039: A396, qomMomme, bao 
3bsbma gMan 8agbab Lbgs@sbb30 B9mam@mmdnmn 39Mbos (dog. onM4yje@mo Aygbo3ob bodydo) 
Ms Wd3;absbmMMmM, Mad gb oH oMob MasmobGByMa bi3gbomo. 

Jb a30Q04Mgd069db, Mmd AybogomyAM mMmgddo MobsoMbydmdb oMse gMamn, oMod9e@ 
BoM3399CMa Momeagbmds ,g9MMa ~s 09039" JAge~mmenab Jbasgbo dobMmymadabs. M30 
Agbogmbyd0 FMmsEe@ Cd33Mob 06y9d96, Lbgs@obb3o0 35MnsbGo (B~myAb s~mamMamdg|d0, Mmd- 
(M960(3 WCsdoGJoyemns, Mo~@asb Aygbagmbydo dgbMHymadobob ,odd3969d96" Agemensb mmH- 
6509689600) b3~— 9d0 gMmdsbymb. MgsmabBqma m\QmMMHoe sMab Agbodg mmangymMo dobo- 
demgdemmds, MMIge~m(3 HAIM ayr BoMImMe@agbomna. 69(33coe: 

AgLM{EMgd9* > SMamMMaMIa® > 39Hn68" JMNOMMYMs~O 

AgbMyemgd0* > smamMando® > 39Mn0bGo° wo o.d. 

A396 30~M9d6m: 

AgbLMxjemgd9" > smamMamdn® © © F" (9MAg30M0) > B9H0SbGo" JMHOMM7MsC 

AgLM{EMgd9° > samMamdn® © © FT (SHAQ3NM0) > Z9M0SHGo° ws 9.0 
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2. 89Gg9MMgAMbanEs6 Ayba 3m yM aM5d3835de9 

8IGHIMMAMbaNMa Qo4GyQMab drbdgbs domosb6 b39(30g0344H 89Md9693 8034 8M~M3gbb 
aqmabbdmdb. Immagmbayma LM yAIGyMadoba06 aobbb3039d0m, bows(3 Mommg|ye~m bdob 
ofgb ab4(309 (Jogasmomse, IaogeM0 bobo eamboab LoBobssmdegame) 89G]MMAMbaIM 
LAM y74IHyMH{dd0 AybogomyMoa dobomob mMasbobgdo JAgemmea yma Dobsomob CwWods& dom 
agMeMosb of ayymoabbdmdb: Mammgy@o bdo gByb4(3amboMy{db, Mmam*3 Amos30M0 bobo 
(5, NISZOMHMAMsEO, MMAMMH3 QBMbo). SdOGMd, BgHQMMeMbONMHA Bagbob AmMbAgbob=b, 
DLdAgZbg@mb sMAgg060 ofgb, wonbsbmb gbo my ob bobo, MmamAMA3 ,Mg9EmyMH0" CEs MmMamMmH(3 
39M096 80. 

ROJ Had, BIG®IMMEmbayMa s~m|ds begds 0d dqdMb3z939d0d0(3. 30, M30 IyNbo3gmbo 
43M53b Agmmenesb, GmMIAg7mba(3 ILIgF6g7Em0 LbgobsoMse@ 0(36Mbb (JgLMym|d yea AZeEMeENS 
DLdg6gmoab 3g9Mboab g0MnsbGoe@ o~monddgds, 06 dob ,d(3@oMo0" B3g9Mboo sgh wodobb3m9- 
dyno). d9 wsgebsedym9 (Royer-Artuso, 2015), md 398 MMARMbos ALIZG7E~L sb3e@0b 30- 
MoM dob, Lowe3, Igbodmydgemoes, smedmhbegb y3qmogQgqMa, M93 AybazomyAM HMo~na309do0 
dm08mM39d9 Es dgI~D@aMI AsdmygbgdyeEm0 odbsb sbo~@mo Dsbom~mob dabo4dbgemoo. 

JHM-JgMa dasz0Ma 8HMdeEngdo, MMAAMA(3 IMESEMYNM HMo~en(30909 smbBMedm@o b&y- 
MjJOGHob Gabsdg BMdImadmds, sMHoab, smdmofhobmb, my Ms Ago@agbb Amr(3qdqyemo jBoc~mb 
dobsboomgdemgdb, Ms oMab dabo gombo. gb bodbs3b, md ob gdgdb odMb ad dgdmb3939- 
dabs, MMIgma(3 IM(3g9d4qEmns sbo~moboabagob. A396 yoeEs dgZ2@E9MMM Go sMImMBo.habma 
mobobosmMoa, boamam. 

89GIMMAmbayMa dDobs~mob dmbdgbs ,od039" dobomoab sqgMgyMobaMydob bodyomydob 
agzodmg3b. ab dgbodmgdemmdsb Jdbob ab4(30mboemMoe@ (339m d0e@0 Doboe~mob b3e@mdabo- 
30b, Jobom~mobs, Mmdgma3 Dgodemgds aodmygbgdyemo adbob sbo~mo AnbogomyAMa RMosb9- 
dab dgqdbobagob, Mmdgema(3 smasMygdb Im3994em BororyMH dgoboy~O39db. gb omab do4dbob 
ab ob3gq4G0, MmdAgmbe3 jo3doMo ofgh Lb6go@obb30 dgabMy~gdob shoe dba~@eb dmd~nbsMy 
aobbb3039dqmmmdobmsb. MAmegbs3 A396 3qd08 96m omammMoamdb, Mmdgea3 GoMImo~@agbb 
b39(3093034M0 L3gmemoab ,mMbsdg68o(300b aModoGagzob", dm3gd4yemo ,,00939° Jobocmab booyjd- 
39m bg sbemab daqdbab dgobodmgdemmeds LboMogo@ o'obMe@ d0. sdab dhasgboe, Lbgo~@oebb30 309- 
bo, Mmdgma3 dgnbdymn wo ad8Mmgndogd4yemo9 dmr(3904Em0 gormmb dobj~@30m, dgndegd9 
Md3ZnbsbrmM, MMamMM3 aobbb3o39dqem0 go~mb badsbo, 96 Im390yem0 Bo~mmb 30Mnb Go. 

doamed, gb amgomoabbobgdb BMoe@agoob, Mmdgemdas 8g MMeBEmMbns |a03M(39Mg9d~%y- 
Mas Ed OM DoAQMQdyEMn. dgd~Ega, IMbd338g9MO Wojo3dOMgZdqemos LOmMM|O 8gG {MmMeEmboob 
MJANmo(30sbasb" Cs gdMZbgd0 L8gq3ogQaBZyQMoe@ HYM|jema MAgbsydmogob dgdImb3q30b, 
Mobo3 384go0 ,Ime@gMbobs(300" (Bozdogan, 2001; Kerslake & at al., 2010). 


3. (05dM3n~gd4yEM_dd (BmMemnGa3~yMo) beynsem4yMin 398]MmMgmMEaabsS~@dN; oxyMJgnab Mq- 
L34demagab dgdmb393>. 

AInbogomyMoa Igqe@oamangs Mbdomyamoab od3g9Monsdo 7RqdbgjdmMe@o AZAQMaALMZa0b wodob- 
sboomgdgm, Lbogmob bam 8Mm3gbb, Mmdgema(3 axyemabbdmdb dobbo3gmgdamob a3gqmeom 
ym@bob, dobo imoJGagob ada®eoobs ws wosdobb3Mydob. %ay39d0 wWagdmms mb&oG- 
mob: dabo gbog8o30, Ig~mmennab 068)9M3M9 80/309, BoMMZb4yeEM0 agdm3bgd0bn, Agemmengdnb 
ggmbagoo, MypsgMGBayomob m|mMne Ces bb. — ay~r ab, Mo(3 LAywgbHJdb aowog(3gdmMe@o. od- 
a8Md, 0d 8AME3gbob EMMLb, HOE 7dMeEd LbZ0@obb30 Lyme, dagMm-HMse@a(3agdom. b3meg- 
do gMadsbgmoboasb aosbbb3go3~@9dme@bygb ymdgbGoMgd0m, Jgmme@gdam, BozgomaMsgono. 
Dbad3gbg~mmgebns, Mmd Agmmenoab dgbMymgds Z39MaM {de JMaON Jdo3MM-8HMse@0(300~@96 
dgm@gdo. 

Mgb8&ydmagob jmbbSoGy300b dJo~gdob dgdega, A396 yoes aggbMybs Mg39MmS84y- 


89 GI{MMYBMbos: dgbMymygdnw@sb asbbmM3ngm@mgd0d~oq 385 


M9: MMAGmMO Ayba3Ze NOES dyagqmogobgEd0bs gMabagab, MmammM3 Jobo AybaZe, dodob, 
M35 Job sbsemo gmbGyMgd0 g0dmM33gg9M0? dga3M0d6g6 HMosea3oab smnsMygdyema mb&oGJ- 
da, obg, MMd A396 dggdgmam Mgdsg_M®ByoMoab HMobb3yM0gQ (309 ,mobsdg~amMm39° Cwobo3cm~y- 
Ma bmM®oe300b &gdJba30m (6mBo300b Lob&g999d0 9339 oMbgdmde@o M&mdobob 389Momedo, 
doaMsd Jobbo3mgdemgd0 9H ay969de@6g6 Loogmadabob eos 03 493H0 AYQLagmMbabLagab oym 
dobs63comdo). 

84mdmgdo ab oym, md dobbo3mgde~mqd0 qsaMabs8oM de@bgj6 bLobmMBe fobsbymgob 
100539" BsbsMdmgdgdob L630 493M 39Mboob. Aobes, GMI 7MimageMmgbgd0 oH aym. Aybo- 
BEMIMHO COM] HJdob Maoc~mmdo odjzoMs aobe@o: A396 dgggKobQm Lr3ns~myMH 3989MMBRM- 
Boob oMs doMGBr IMo J Gogob, sM9dge, M973 YRMM 8HMdeEmgdoSyMos, IgbMymgdob eomby9. 

doaMed A396 ybeo sa3gMhos 39Mbos, od wnsmg|4 8 gd0@06 Yoeoo dga3qq4dbo boym3qm- 
mM bobsmbm 39Mbos. gb ob oMab, Mobo(3 99 396M Id ,dyogyVdObS(300b" 8MM(3gbb, M~m- 
Igembs3 dgdmodgb (36m3gMgQd9do QM~MZb6yem0 3q9MbagZd0, LHya~mo 39gMbLags0, 8MHM(3gbo, MI5- 
maz do~neb 8ao3gb 18-9 Loy gybab d6memmeosb wsd330@MgQd4yE~™ gbob CEoagadzgab amMdqdb 
JOmgbyemo-bsbgmdbogmb dofdbobsb (Gellner, 1983; Hobsbawm, 1992, ws bb3.). 

Lod@gmgdob Gabo aym L&osbwoomBobgdyemo0. y36myMo ba®y39d0 sdmo~mgb @o 
dgq(330@gb L630 bLa®y39d0mM Dbas3bo mabagzabSymo meobob L630 g69d0@0b. obb&Myd96- 
8900 YM LGobesMBodyjdyem0 wo MobsdMse@ &gI3QMaM|Zd4qjem0 (,,dbaogbo 068)m69(3000*) gb 
Y390M9Q9M0 Cobsby~mo aym, MmMamMM3 HA3IgQMBAQoMab 3me@aga(30Mgd0b bogoHm 8M~m39bo, 
Amam™H3 gobmbo: sb) ob, M93 bo~mbds YoeEs a3me@gb IAmbsba~mgmdabagoab. 

Ms@asb Gabo womoadbomgdymns, dob BMmdoasb@s gbogoMmgds. Dobbogm9dmyob 
VHMEOJIMOsM HMgababg—0 bLobgmdbagm yBmbbyM3g08mMoodo, obyg Mmd, A396 dJga3qdceom 
A3Zg3MbHMmMemg|dnbo, oy Mob L6o3~mmdebj6 wo, dgbodsdoboe@, Mob sbbo3e@m00b6 abobo Imdo- 
300do. SdMMd Lbgs@obb3omdnb bodadMmgds demmygaMgdyemos. A396 Z0y9mmndgom axybeogab, 
MMdemgd0(3 abg CEa~@ns, MMd 99H of4gm MMbosdg_bGHaMgdobo os 6M dob BmMyq4GamMgdo0b 
dgbodmgdemmds woabmboMmyadob Mabgob aoMQd9; ax~ybeogdb, Mmdemy|d0(3 degmosb domme 
dJommgab Imdbso{dyE@ wyoagRaZaMgdye~ 39Mbagdb — 9.0. ybobmbdo. 

doaMsd shes, MmMe@ gbs3 MZ3IAMBQoMo CEowagbomna wo febygMa~@mnds, sbs~M MsmMdgdb 
dgqdmneM domeme odob LadmgMe 06 533Ms, Mo3 HobgMamos. EsbsMhgbo ab&mMos, 939- 
C™MQIMO, M93 OgIyemaMydyema aym Aghgado, Mobo asdoyM3Z0(73 39 da3dgmam, JMQ00. 
8IGHIMMQMbaNMa Ro GyMo, goog dbodz69e~mgobo mbds~mgmab g™oagG®ajodo, wsogomas 
©od ab fosbs33ms ImbmMamMbasd, ay7begddo, MMI d0(3 bgemddM396gemMdg6 bm 8)gd0M, Jer- 
aGoMyemo dgd~@agJbeMg60 2MAg396 09 Bg9Mbogdb, Hmdemab ao03M(39mgd0(3 Jom LyMo. 

“bobmbda h39b gamdbmdm sbemo~@ dafdbamo xangQoab gmamdob. y3gmo 39Ma0(309 od 
eEMMabLmM3Zab dg3eMdab 06 MMbsdgZbGo(300b daw jane, MMaMm(3 gb omamMandyen Ime@egm- 
am oMoab ws@agboemn: A396 yoes da3bjamm bmMB]Jdb, Mmd Cognbsbmm, Ms aymr boaxymobb- 
3930 (Ms@ao6 sdGo JzsQome@ LogMames Iyjbo3gmbydobmgob). 

0d EMMabLaZAbL, MHr35 bdob hoddgMa GB Jbajo o6 bmMBo3ayMo bob&gdo how do, 939- 
CMS3IMO OMSASGHyMdEO 0(33E~Mg]d0: HMoe308 aL®MMaymoe boodg@me IyoMeagds. bo6mGe 
Mobb 30g (30900 AobsbyMyd0~@o0b (QmMdsemyMseo S96 dg GoQmMymoe@ by, Mmam*3 dbg- 
dmbo34yM0 339e0) asdgmmydob (IembLd960b) 350M dgbozomyMa Im3emgb6gd0b (obey boomdagm 
dobom@mob) AgbMymgd0@ 04(3939- ,LOmMMHo“ g9Mboab (36969 (39d aowso4(3g3go 8m&g6(304M0 
dH 30(39d0b bodyoomgdoe@ (Bobs69M0 o/b 68990). 

Lobm&m fsbsbygM dg aowoSobob 8Mer3gbob dadega, Iybogmbob gmms@g{Mm0 odm- 
(3000 (3md38mba300b0 © NI8BMAMBZ0bs(300b asM@s) 0096 8Moc (30 Igbsdengdgemo9) 
6m 8 Jd0M (533M, 96 AobshyMgd0~@0b smgdyemon badydgd0b bam~mobo~mo fobgMs. dsamMod, od- 
939 EMHMbL, 693M Lbg0~@obb30 hobsbyMn how gds, L630 dogomameg@, 04039 mgdob aobbb3039- 
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Sema QMobaM d0b, JgGo@, 06 bs3emgdoe MMbsdAZbGaM dye 39Mbagd0b dgdmms300960m. 
@od gb ab dgdmb39309, HM30 8g Hq{MMYMbs 306 OdMy_A7dbL Mogob ~yo3~mMgdgdb. 


4) mEma3mBns, 8memagmbns, babJMmbnas ~s ~wnsiMmbns 

AMO gbLs3 848 MMAMbosb Bmas@se gobbobM3Ms396, dgbodmydgemne, Wsgabsbmam db- 
Mame Imbmamboob bL8g(309~m Ma dgdMb3930: ab Mogaba oMbom ImbmMamMbayMns, Mo~@asb 
asbbMob39 (IqgbGyem9qd0) sMab ImbmambayMo, doamsd dgwgan — oMe. gb omob aosbdmob 
Lobm3M@gdob Imdams, MHmdgma3 Ab~egd9 SMaMMaMINe@mn ~Wos33MOM, doaMsd IAyNbo3gmbygdo0 
gmobbdgd096 dqgmobbdgdaqem 39Mboob wo 3H9396 ybabmbdo. 

doma dgbMymgds of dgndmgds MamabGyMa aymb, MmamH3 Sg80MH0 ao~ws3qdab 
HMosea300b aw@g6SyMHo Mod, dam YRMmm, My Wod3Z0d08 jdm odobo(3, Mmd somamMoamdejyemo 
©d33MS SMab bmMMHIo; Mmd Ayba3mbyd0 smammMamdgdb o~wgbSyMo~@ 9M ay96gd96 Co Mmd 
b 87968 gdb bgema Jayb3~@qdom bodmemmm dgeEg9a9009. ,IgbMymgdn@ob aswobmMamn 396- 
JHMBMboab* gb ImeEgemo daymoamgab 398 MMAMbEnabs (G03, Brase@se, IoRbgyem05 ImMb~m- 
Q3mbnse@) Ed 8MEMgQmb Sb JmmHoab AdoOEMM Bo3d0Mb]. dom AmMoab IA3389mMH0 bobe3Hob 
Wowmagjbs Maxyemns. 

Amam*3 Lodsmboydob MgdoGagob aoboi3bo~@doo smbodby~mo, 8mmogmboob bomdm- 
dmdab, 06 ImMbMaAMban@s6 BmEagmbosbs Es 8MdIMYMbnd9 as@sb3moab Logomba 333 
dbeomg3obas. figd dagm Bomdme@agbamon dImbby69d0 wosagbdoMadsm od mmo L&My748yMmoab 
©d353daM d9do. 49 IAmgny396 yYob-gyo3 Mabmb Abyxgqemmedosb Aqbogab (wes j60b) bsmdmdmodoalb 
Agbob9d, Low@o3 ab sbeomb eEaob 09 ImbsdM d96m96, MMIAQeA(3 99 Jgdmamsg0%qm. Md- 
@gb6od9 LOogmymab yymMo@mgds dandyMm dabds ombygMsd, My MmammM wybeo bsMmdm3n@a- 
ABM aoesbgms dmbmMambon@sb 38memngymboasb9: 

»Md~jJ60d9 bdo, dagMomse wbabmbo~@eb aoyM3393g9m0 dadsMaymgdam nbobMycamc 
dagenb9d9, dgdmb3930M g69d0 bodgdb, sdemagMgob bdoyMb, Ho(3 4R3MM- Lobosdm3b6mb beab 
dom. gb omob ob ado, boa@sbs3 aby9d0 Cnb30680 wo 3mbSMod4y648o (Rousseau, 1998: 330). 

gb Lo3d9me@ 30M a9 dggbsd999d0 8g MMQMboab maa(309EMyM asbbobo3Mgdoeb. gma 
bodayo, AMdAQMA(3 BIMBMggdyeno0, oMab dgdmbZgq30MN ZoMad(300b, MrMamM™(3 396b63035- 
djoma dgemenab bgmoboen 0689M8M]Go(309 (SjeEs80H%yeEn0 35M09(300E6 BmMeNMydy~™m~sd- 
©) Ed 99 HAQMMasbodo30ab LobSIsGobsyo0 IMsgombdosb 3mI3mgd7GGBoMyE@ bIgdd0, 
Modem d0(3._ 68H) gMo48oyembo oMoob. 

gb omab dqb&o Lymomn, GmdAgmbe(3 30~Mgdm. 30M0968 dob BmImMagbobs(300b 386m- 
3gbob d9dega, A396 3b6ge53mM BMIBMBaGMM|rL, MmdM|d0(3 Mb6G9396 Bg Q_MMAMbosb (gb 
OM ayyemabbdmdb, Md 3mmngmbns oy(3a~M|dmMose@ Jg0(303b Ba9Ma~MMdnM HMoe@n(300b, do- 
aMsd ab, oemdom, 393M9@ 96ds% 969). BoJGyMo, GMIgem(3 Cow@se dbod36gemmg060 beogds 
gbong8o3yo HgombobMabam, sMdo3oMgd0b dadegja Jomemme dodoboo dgbodmgdgema, mv 
Babsbsbom aobgbodm3ms3m MManbsemyAMa Agemmenadb Lb6ge@obb30 ~wodsG dom 3gMbook, 
MMIg7manI(3 L630 6d9dO9 ao~ogobobam|dmM 8oMGBaGyModo. Lbgo baSy3gqdam, Jgbmymgdab 
LodMogmob dge@gagab (dob dgdega, M93 gb ,bodMs3ge~m9* Codmyymo afb6gd9) ghofoMmygdsm 
bymmobsema sdm4dg~@gds 8mmagmbayMoc. 


asMadbs osones fbgad7d 


nb oo JoCMMMdd Ao@odgxybsEM ba~@s sdmy dhogwb, BngM]78 BoMogoosb, cmy3 doMmbosbb, oyemeagMh by3- 
@ab, sma db bo®bomyb, Gone oe~m-doM@Moe@obs wo sb6—MbodIgQM obG M30qMgQMgob hgdo dydomdab bLbgo~@obb3e 
980809 CEabgybagdabs eo ymdgbGoMgdabomgob, 9a9m39, CRSH-b amobSobmgob. 
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NICOLAS ROYER-ARTUSO 
(CANADA) 


HETEROPHONY: FROM PERFORMANCE TO ACTUALIZATION' 


Introduction 

The aims of this paper are 1) to present different works on heterophonic texture(s) I started sharing 
in 2012; 2) to show how these works are articulated together; and 3) to develop this material according 
to the themes proposed for the present symposium as presented in the call for papers, e.g. Polyphony and 
Monophony: Is There Border Between Them?; Historical Sources of Polyphony, etc. 

The discussion will run as follows: Section 1 will be devoted to Royer-Artuso 2012a, where I pro- 
posed a cognitively ‘Realistic Approach to Heterophony' which consisted in showing that heterophony 
is not only/mainly the simple superposition of different interpretations of the same melody by different 
musicians, but the superposition of (slightly) different memorized versions of the same melody, some- 
thing that shouldn't be surprising if we take into account the fact that this specific texture 1s mainly found 
in orally transmitted musical traditions. 

Section 2 will be devoted to Royer-Artuso 2015 where I discussed the links between heterophony 
and musical creativity. There, I showed how musicians use their heterophonic knowledge when they 
have to create new material following the canons of tradition. 

Section 3 will be devoted to Royer-Artuso 2012b where I showed, through the analysis of the 'mu- 
sic planning and engineering' that took place in the first years of the Turkish Republic, how this process 
of variation is often stopped when institutions create the tools to do so. 

The remaining part of the paper will be devoted to articulate what was presented with the sympo- 
sium's specific themes. 


1. A ‘Realist approach to heterophony’ 

Bruno Nettl characterizes heterophony in these terms: 

Most polyphonic music employs identical or similar material in each part. The statement applies, 
of course, to the three most common forms of polyphony: heterophony, parallel intervals, and imitation. 
Heterophony, the use of slightly modified versions of the same melody by two or more performers, is 
the simplest in some ways, because it can come about accidentally, e.g. a solo performer may vary his 
part slightly while singing essentially unison material with a group. [...] Probably most of the primitive 
examples of it we have were accidental phenomena. Rhythmic variation is very likely the commonest 
form. [...] Thus heterophony is not necessarily simple and accidental: it may be elaborate and detailed 
[...] (Nettl 1956: 80-81). 

And this is the current definition (and therefore analysis) of heterophony that we find in slightly 
different versions everywhere in the literature. If we translate the definition given above in cognitive 
terms (in terms of representations), this is the picture we get: 

Representation of the Melody — Variant 1, Variant 2, Variant 3, etc. (played simultaneously). 

Between the representation and its rendition we have steps that go from error (problem in the ex- 
ecution: the representation does not surface as intended) to the freedom given to the interpreter (we can 
play on some parameters of representations when we perform). This type of analysis 1s what I called the 
algorithmic version of heterophony: some algorithms are postulated as causal mechanisms that explain 
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the encountered differences between 'deep' representations and surface ones. 

Logically we have three situations where we can say that musicians are playing the same melody 
differently: 1) mistake (the intention-actualization problem); 2) the same representation is shared by the 
musicians and certain processes are applied to it, processes that create this difference (the algorithmic 
side of heterophony) and 3) the representations that are encoded by each musician are not exactly the 
same but are in some way sufficiently similar to be called the same melody (notwithstanding the onto- 
logical/metaphysical problems brought by such a characterization). 

In all works dealing with heterophony, it is explicitly or implicitly mentioned that the musical tra- 
ditions in which it appears are orally transmitted. But, strangely, when it comes to analysing the hetero- 
phonic qualities of these musical traditions, their oral character does not occupy a place in the account, 
as if the fact that heterophony precisely appears in this type of traditions was random. 

If we suppose that these musicians make errors; interpret and add to their stored representations 
according to their algorithms; present these interpretations to their students (and audiences); and that 
these students copy these interpretations and that they do not have any archive (written, recorded, etc.) 
to compare: Is it realistic to suppose that these students have the power to separate what is added from 
what is/was originally in the melody? Do they have the power to see what is/was the underlying repre- 
sentation of the teacher; and the power to understand which algorithms were added, and erase them and 
thus create for themself representations that are identical to their teacher's? It is in fact quite easy to show 
that for different musicians, representations are not (exactly) the same: we only have to look at different 
written versions of the 'same' pieces (e.g. of Ottoman music) to see that this cannot be a realistic scenario. 


This supposes that not only one, but a certain number of circulating similar representations of the 
'same' melody(ies), co-exist at the same time in a musical community. When musicians start playing to- 
gether, the different representations (plus the algorithms that are added, because it is true that musicians 
ornament) 'happen' together with all that exceed, so to speak. A realistic theory of heterophony is the 
third logical possibility presented above. Instead of: 

Representation* — Algorithm" — Variant" simultaneous to 

Representation* — Algorithm? — Variant®, etc. 

we get: 

Representationn — Algorithma, °° (optional) > Variant" simultaneous to 

Representationo — Algorithma, ° °°“ (optional) — Variant’, etc. 


2. From heterophony to musical grammars 

Listening to heterophonic textures implies a very specific hermeneutic process. Unlike polyphonic 
textures, where each voice has a function (e.g. main line versus background, etc.) in the conduct of the 
musical material, heterophonic textures do not suppose a complementary hierarchy of melodic material: 
each voice functions as the main line (and thus as background as well). Therefore, 1n listening to pieces 
performed heterophonically, the listener has the choice to see this or that line as being the ‘real’ one and 
the others as 'variants'. In fact, heterophonic listening can happen even in cases where one musician plays 
a melody that the listener knows differently (this way considering the performed melody as a variant of 
his/her version, or considering that he/she might himself/herself have stored a 'wrong' version of it). I 
have claimed (Royer-Artuso 2015) that heterophony provides the listener a situation where a lot of what 
constitutes the musical tradition can be discovered and then used in the creation of new material. 

One of the main problems facing any student of a modal tradition is to discover what constitutes 
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the characteristics of a given mode, its ethos, etc. This is equivalent to saying that he/she searches for the 
essence of a thing under the accidents of what is given empirically for analysis. For this, inevitably, we 
have to compare and find the commonalities, the shared. 

Listening to heterophonic material gives us access to paraphrases of the 'same' material: it gives us 
access to functionally interchangeable material, material that can be used to create new musical phrases 
that respect the constraints of the given mode. This is the aspect of creation that deals with essence/dif- 
ference coming from the analysis of various encountered representations. When we add the 'algorithms' 
that constitute the 'grammar of ornamentation’ of a specific school, the possibilities of creation, given the 
'same' material, multiply rapidly. In the same way, different pieces composed or improvised according to 
a given mode can also be seen as different token of the mode, 1.e. variants of the underlying type. 

But this presupposes a tradition where heterophony is accepted and not stopped. The next section 
deals precisely with the 'regulation' of heterophony and is devoted specifically to the case of the Turkish 
Republic and what has been called its 'modernization' (e.g. Bozdogan 2001, Kerslake & al. 2010). 


3. Dealing (politically) with social heterophony: the case of the turkish republic 

Music pedagogy in the Ottoman period was based on Mosque, a slow learning process implying 
being near the teacher, imitating and memorizing the outputs of his/her practice. Groups were forming 
around the master: his/her aesthetics, way of interpreting the melodies, personal tastes, versions of the 
melodies, theory inferred from the repertoire, etc., were what was transmitted to the students. Therefore, 
during this process, different schools appeared, 1.e. micro-traditions. Commentaries, methods, hagiog- 
raphy even, ended up differing from school to school. More importantly, representations of melodies 
ended up varying from one micro-tradition to the other (and surely, from one student/now teacher to the 
other). 

At the moment of the constitution of the Republic, we had to take care of the repertoire: Which 
music were we to propose fo the nation as the music of the nation, now that its new limits had been 
traced? The acknowledged masters of the tradition were brought together so we could transcribe the 
repertoire with the 'modern' notation technique brought from the West (to be fair, notation systems were 
already existing in the Ottoman period, but were not used by the master to teach the pieces and were not 
accessible and/or decipherable to many musicians). 

The problem is that these masters confronted the 'scribes' with many different versions of the 'same' 
pieces. What seemed homogeneous was not. The reality of musical dialects, to put it differently, became 
evident: we were facing social heterophony, not only at the level of practice, but also, and more problem- 
atically, at the level of representations as well. 

But we had to choose a version, had to create a vernacular out of these dialects. This 1s what I called 
the process of 'museumization' that brings into existence national editions, complete editions, a process 
very similar to the many forms language planning took in the creation of nation-state since the end of the 
18th century (Gellner 1983, Hobsbawm 1992, among others). Lyrics were standardized. Foreign words 
were thrown away and replaced with words from languages of the same linguistic family. Instruments 
were standardized and tempered equally (i.e. in the sense of 'with similar intonation’). All this was seen 
as a necessary process intended at codifying the repertoire, the canon: the canon is what people need to 
know to be able to participate. 

Once the canon is fixed, we need to propagate it. Teachers are trained in state conservatory, so we 
can control what they learned and therefore what they will teach: the danger of divergence is blocked. 
We form choirs that are so big that they cannot afford to ornament, to comment on the score without a 
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risk of dissonance: choirs that sing together what was prepared for them 1n a unified version, 1.e. a uni- 
son. 

But now that the repertoire is established and transcribed, new generations can only sing or play 
what got/is written. The rest, 1.e. the history, all what was accumulated in the Mesk, in sum: all what we 
cannot possibly transcribe, fades away. Heterophony, a texture so important in Ottoman aesthetics, dis- 
appeared and got replaced by monophony, with choirs lead by scores designed by an élite of compilers 
who chose which versions they wanted to be propagated. All together, in unison, we feel the unity of the 
newly formed group. All variation becomes at this moment the product of ornamentation or error, as stat- 
ed by the algorithmic model of heterophony: we just have to look at the score to see what was intended 
(because now the intention 1s clearly common to the musicians). 

At the moment where recording techniques or notational systems appear, everything changes dra- 
matically: the tradition becomes anchored historically. Transcriptions from recordings (formally or met- 
aphorically, i.e. as mnemonic traces) become, by repetition (listening), stable representations of musical 
events (i.e. archives). The notion of a 'true' version suddenly becomes a possibility with the help of a po- 
tential proof (recording and/or score). After the transcription process, playing the score and/or re-record 
what is taken from recordings, identically (if possible), is the only role attributed to the musician (with 
the exception of composition and improvisation). But at the same moment, many different recordings 
appear that propose other versions, e.g. different phrasing, slightly or abundantly ornamented versions, 
etc., of the same thing. And this is where heterophony takes back its rights. 


4) Monophony, polyphony, synchrony and diachrony 

Heterophony, when defined as it generally is, can only be seen as a special case of monophony: it is 
monophonic in its essence because the intention (representation) is monophonic and only the results are 
not. There is an intentional blurring that occurs through algorithmic playing, but the musicians are seen 
as agreeing on the melody to be played: they are, in fact, playing in unisons. 

But, as I claim, representations cannot be realistically thought as being identical in an orally trans- 
mitted tradition, especially if we add the facts that algorithmic playing is the norm and that musicians 
do not use algorithms identically, and that students only have access to the final outputs. This model of 
‘heterophony as divergence in representations’, points to closer ties between heterophony (and therefore 
what is generally seen as 'monophony') and polyphony: in the model presented above, it becomes 1n fact 
very difficult to trace a strict border between them. 

As the call for papers for this symposium suggests, the question of the origin(s) of polyphony or of 
the passage form monophony to polyphony (and homophony), is still an unresolved one. What I have 
presented so far can possibly help bridging these two musical textures. I will suggest that Jean-Jacques 
Rousseau, in his discussions on the origins of music (and language) came very close to what I have 
proposed here. In a very suggestive passage that has attracted the attention of few scholars, he describes 
(pace Rameau's theory of the corps sonore and the implications this last author attributes to his own 
theory in explaining polyphony) how we might envision the passage form monophony to polyphony: 

"Several voices, endlessly drawing out in unison sounds of an indefinite duration, accidentally hit 
upon certain chords that, reinforcing the noise, made it seem more pleasant to them, and it is in this way 
that the practice of descant and of counterpoint began" (Rousseau, 1998: 330). 

This corresponds quite well to the official definition of heterophony. The only step that is missing 1s 
the reinterpretation of the encountered variation as different melodies (a passage from surface variation 
to encoded variation), and a systematization of this reorganization into multiple complementary voices 
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that interact. 

And this is exactly the picture we get when, after the process of homogenization of variants oc- 
curred, we see composers literally recreating heterophony on the basis of writing (and this 1s not to imply 
that polyphony necessarily involves a writing tradition. But it probably helps a lot). A texture that is felt 
important in the overall aesthetics becomes, after archiving, only possible if we pre-assign different com- 
plementary versions of the 'original' melody to other parts in the score. In other words, the results of the 
multiplicity of representations need (after this multiplicity is 'overcome’) to be re-enacted polyphonically. 
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JE) JMBL 
(PNLN SHNGSEIONV/SLSSEION) 


LOIIJIL SoIJR-Sf13N Qo QodFTIGBNLISILN b6dd oQSNVMSeNs 
BNIAMLMBNIM LIMNISLS Vo A MS9CVUM 6999396 SIEQIEGNISL 
IMMeNL 


d90O-3M30! SIdMdQ@o: 

hme@ommaga gsamybob bodmgmgdo dog9390369650 dgMmdbym0 MIsqMAyoMaL od 
309Mb530em0b = 9396mdgbms M0(363b, Mmrdgembs3 oboboomgdb 4y3boyMo = 8me~m0gmbos 
Od 33630965 b8mjz006960b dogM go39ng9dqe~ hodob boembob dodojzo73M5 bod~gmydob 
hobs69Md0. ~oMbdInbydnm dja30dm@mns 3a Jj0m, MMI b9dMa smbadbyom0 Asgocomal 
600039 007d06yam00; 0g0 comgza0bgb 69mdb960s; M039 bse~bb wnwn bbob dobdo~mb9 A¢o@mM 
JIMAIWMYM YH0IMMMISI60 5303d0M976@. g0Mybob bLodegMmygdob Ma%dymo God80b 
oomdsbyG0 39b3940b 50gj6s 0538396090965 Bgemms3mbgboyHo 5/8 4986d0 wsb6yG0mo 
(39339006 gooboomnd dodo. (36mMd0~05, md IAg-14 boygzybob dobyMmamb s~mdobymMo 
Imbsbergmdob dbod369emM3060 bobo go@obobme@s 8gemmdmbgbdo. s@gac~mmdMng 
MHI389MH7MOS6 sboda~@es300b boage~ dogomomb boMmdms@g6b sgqemmdmbgbaymo 
60040960: 396808Mbobdo0 hs5b57330~o 398G08Mb0bdds, 0006034905 15 doM330~m006d5 
omgdbds d9(330e 8-7 dsGi33cm@osbo 8MM|gqm@m0 Egdbo. . . bode@9%9d0, md~960(3 
@sbsbyobdo 736m oym bsdgMdbymo0bagob, boy 39699d0b Gsbdomd9 &gem0bn BaMe~s (Baud- 
Bovy, 1972:158, 161). 

Babsde@jdomM 7 «= L&oGoab = gomMamg|dda dadmgnbams3gm doye-dmg0b —bbgo@obb3o 
ImbobMyodob. 


8g 84yMn d98M0 

oomdsbyema d9(3609M0 g4MgQd hodg yo agmog0oModb om~mdosbyMa HMoeai30yj~@m0 abmbyMo 
IMoz3o~mbdasbo qmobbengdm Lod~mgmab 8m98yMo Jg8Mab aobbobm3mydob: 

mb 30L? (Tosk) cagdbob 69g qemoGy4eM0 09860 656dm5c0ga96b 6 Anbemo6 Grob. . . 


"Godeqgen d9N—-6m30 (1906-1986) — Agba3mba, gmbmMdqbogmeman, gmgmoababso, q6a3gqMboG\ Bob 3m- 
RgILMMO ws dZg0;39M {EMO BMMGagmbo. LOsZ{e~mmde@5 ZomMEmnbmbs 5 BMMB\809bMb ygbg30dG0, 3mddmbo- 
(309bs Es Agqbo3gmMmmansb ggbobo (1926-1927) es 389Mo0bdo (1928-1929). 53IN3Z9, A2CAM@S M965djOMM39 
dgMdbyemob 3yMbgdb soM0b%do; 1929 6. asgdabogmMs bodgMdbgmdo dsobsbHoyMo Agbogzab dobobbo3gmoe, 
AMIgm(3 Logydgmoe wogeEm dob AybogmemmaoyM g33emg3o0b. 1933 Beoaw@sb gqQmgdo MMBgLAMab womo- 
yMAmdob ygbg3g0b gmbbyM3oGmMosdo; ComMagymMMAmdb dsobgb, ImBoMBob, aemagob, embaggGabs wo syomb 
mdgmgob. 

d97C-dM3Z0 domMasbgmab Mygaombob SHMoe@a3oqemoa Aybogab B3emggabob Mogabygomoa aym y3gmobsoMo bo- 
oMbsmab&yMo aggmemmanabasb. bs3ambsmab&yMo awggmemmanab yjmdybobs wo dg9Mdgb dodeg3mgob, 
bsMbye~mdo di3@oMo dgbjeEyEMg{d0 BJmb~|Gsm HMoea3oyemo bodegmab dgbobgd; abobo smosMgde@bg6b G®Mowo- 
omyemo Lodmgmab Maagambyem Bomdmdemdsb, Mmdgema(3, Mogab dbMng, asbbbgo39dqye gmbagym bomdmdos- 
MMdob gaRxqQdbjdmMead. dgMdbyYOr Cs Semdob4yH bs3ombomoabLAyM o~egmemmansdo 8mImagbyMmdnb bogoMmgds 
asdMAb@d, Momo dagmboom QgMmgZbymn BmdmagbyMmdabas3ob, Mmdgmdays gMadobymmob wsdamobsom- 
dM LagmMmgdbs wo ByMBqMgdb Bfrbeom dbodgbg~mmgebgbo bLaddmemyMa CwosGgaMmg0” (Nitsiakos & 
Mantzos 2003, 202). 

2 ob aoagoom Tosk v6 Tosks BomMdmo@agbb LodbMgm-smdmbogmgamab oemdobyH gmbo3yM Xangb. Toskéria 
- b dagema Myaaombo, denbsM) d3qddobob LodbMgmom, wobsbegdyjemos semdobyemgdnm.. 


Lodgyym don@-dmgZ0, CsdmMyja~@gdgemoa bdo s@anmmdmMng 
Bocmmbogaqm bymemgdbs os ammdomyMH Body306 &g6~@ g6(309db drmob 393 


dodab, 636 modal’ &Ms@a(304e~M0 898M0 656dmMse3a,76b 4 Aybemosb GAM] 70b; BmMg09%M0 
oAMAsbyomn gba 3440 ¥37R0 Jegmob, momJdob, semdob6ger0 (8b 39d0b Gbgo3zboe@, bem 
gsamybob 69Md6940 30 — omsdgdab Abgogbo@. ,g0dbg9b696~ 960", od d9dmb3930d0, M006 
0069 dn, 5Eg56 0d sMHMds6geM730bs wo 69Mdb9d0bMg0b, 30673 007d069Em028 4.9 BMSEM-O 
56 (3636496, 9b Agemme@ngdo 473600. . . (Cabej, 1975: 130-131; sxy~@0mdog. 1). 

SH 39M COMbINbadyEMn, MsdOJbs@ JoMagaymons ImbobM{do ,aodbgbbgdemadnbo" wo 
pL gbbgdemgdob" dgbob9d, Mo~asb dgyxgms, md LodbMqm-Cwosbs3mgm do~myobgmob Myga0mbo, 
daMans@s@, dadoMms3@s HMose@a3oym qoobbemgdm JMogombdosb bodmegmsb ddmdcmanm 
jbob9 wo, HAMAgym dobgamgdob EmdabaMydoM, 4RMM Yobems~@gdmea@s omdsbyMb, 
30M) dgHdbyob. hodgxo, 03M9M3Z9, sMbndbo3gb, MMI M&mdosbyMon aogemgbs, Mmdgemds(3 
Aoobs(33emo da dsbGBayMo, Ima393@o0 dsomyoebgmob Jho3zomo0 Myag0mMbab abeosdods30ob, Mo(3, 
mogob dbMng, Bomdms@agbes sbs~m ab&mMaym ggbmMIdgbb ws Bfmbeos Jbad3bg7em30b6o 
aozemgbo Magaomboab FHMoe@a30yj@M 83mg b00d9: ,d0b%sbHayMoa gdm gob badegmgd0 @o 
8mg bo8 bLobg33moms@, JsaMed donbi3y a363~eg9d0 Anby~mdobydmobs3” (Cabej, 1975: 123). 
Aodg9Z0 oddmdb, Mmd LodegMadob Dg80Mo ao~ws3gdob GHMose@a300b dJoybge@o30@, obmbO9q 
MoMydbyzdemn HMoseai3oymo qoobbergd~m dhogombdasba LodegMgd0 dog3~ym3bgd00b 8M9- 
MAMIsbyMo ByM& QMoab bobsb eo 9dyMo36gd96 dobmsb go3doMb dgHMHym0 doMaMgabo Eo 
Iqnbogab bodyymgdom. 

oomdobyM, dgMdbyYEH Cs OMMISbHyYEM 969dOq dgbMymgdyemo ymobbemyd~m dMo3o0embdoobo 
Lod@gms saMg3mo3b baSygabo @o Ig~mmenab yMaongma3o3doMb. 

d9C-6M30 Mogabo LAoSoob Mg baxNdgGdGo baMED: 

gobmdybogmemagddo gobbogymmyaye@m 0689Mg9bb 06393b G9g0Mb960, MMd~96d0(3 
dgoomme omMob @wobobr|dymo gombogyMs@ wos gbmdM030@ 4M5300%99MM3060 
Imbsbo@mymd0m. sbymos, Jsgoc~monse@, hHeamm|M gs0Mybo. sd Mag0Mbob boe~@mbyMo 
bodeagmob, 3memgmboaok es 80g984M0 H08dob dgbbsgmoabob, mgoedobs(39d00 omdob6yH0 
@o d9Mdbyen0 M739MHyoMOL dbao3b960; 09%9M39, b&30Mb9 dgbHy~m]da0b 0303940", 
AMMAgem0(73_ 3.9Md0e~MyMa Jsb30~mg60b M30e~@mbo BMabom, 493M sbermb gob oomd064H0006, 
3009 69Mdbymorsb (Baud-Bovy, 1968: 126). 

354-330 SddMdL, Md semdsbyyMn wo dgMdoxVEmM0 gbab Mn8dgd0 06939 aobbb303c@qd006, 
Amam™m3 agmdsbyomn ws gBMobayemoa; GHMM|gym0 boboomm@gds Dobga~mgd0b 3m gd0m, 
a9ddn344H0 30, 8oMaJom, Jobo dmdo& dom (Baud-Bovy, 1968: 122). bodo yoes aogb3ob 
0d Ro4Gboi3, md dsoye-dmgb 3fmbes dobobadbo3n ~o330M39d9d0 3g9Mdoe~myM I_8MyEm 
QMMIYQm|dbo ws dom dgMdbym-omdsbyM dadoMm|dsbasb CEo3o3dJOMJQd0m. Jobo somo, 
HMseoa3ayj~m IAMogeembdosbh LodegMHgdda HAM|ggqyC~ma Anbemob Doad3zbyemmdob dobobyd, 
99Mb6393 fhodgxob o~@gob (@snbgMs 1960-os6960b doBeymeyemb); »sOOMIMBZ0@a0bMO, 
Amd bLodoMgm smdsbgmgdbo wo AMeENmMM|IM gdaMybgam~m db dbasgba MasI4gMAyoMO ~wo 
8MMnQMbayxMa La~|M|d0 943m, MI(3 MogZb ofgbb L&30M%g dgbMymadabs eEs HamAgymo 
dob3a~mgdob dbaogh 8Mo4Goagodo; ym3gemag9 omohggymgdMnge@ gbsdgqd0 yaR3Mm semdobyMm, 
300M) dgGdbyem0 g60b MoGdb* (Baud-Bovy, 1968: 123). 3mjgsmyG dsqMembbs (ison) we 
L&30M%q dgbMymyjd0b9 dbyxgemdnbob, dsoj~-dmgZ0 (3@a~MMdL, sse~@anbmb dobododabmds 


IMoz3ombdosbo badegmob q33~@mgm JdmmMomyM Saqmeombbs wo obbLAMyd76GH yom Iqge@omb 
dmmob. dob, 06939, o@dmofnbs, Mmd omdosbyfhn wo oMmdsbyma GMowa3oyemo 


IMoz3ammbdasbo Lodegmab GoJbGo madbob GHog38do aygbg0b HAamAgymo bgdob mg4gbd98) 
doM330emb (mMggqm M30 39 (3390); Lodgmdbgmob aoM33qym Myga0mbgddo (mgboeos Co 
89E~M3Mbgbo) a3b3g~e@9d9 15 DoMQ3moobo n9dd03M ((39oqMo AAMBZgb d99e@98), ndob30~mm 


Semsdgd0 - LodbMmgm-wobo3mygm smdobgmab damMamsego0 gomba3ymo xayqqQo 
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380M39m0 IsM(338~m0b dsagGom (9.6. sbo3Mybo). 9.6. 15 DsMQRmnIb0 ,SmemnGho34yGH0 
Lod@gmgdn" 0b939 8md8yqemoMymoa ayr dobsbGHayM mg bosdo, MMaMmH(3 hodgKo/onGMobab 
dagm smbodbyomn M30 doM(33~@m09bo HAmAgy4e@mo LbLodmgmyeo. 

dabgm@o3z0@ adobs, MMd doy@-d—m3Z0 YyMo@~M|dob DoodsyMMdb sMo AMo3Z0mbIdn0b, 
SMI GHoMEo(304EM ImbmMeEn AM LodegmMeb, gb goomdmmoabo dbasgbydob60 wo as6b63039d060 
BA(39M™MOJ69 AMs3g0e~™bdns6 qHobbe~my|dm bLod~rgmMod (3. LodbMgm-@obo3mg\m smdobygmdo 
(363MMdg6 oMs JoMBM oemdobygmgd0, oMsdg@ d9Mdbgd0 CEs 3emM9bgd0; of 8mgGyMo J98MH0 
gdyoM do MSmbamsdym boob, MmdAgma’3 3363eE969 HOmAgy7~ Eo asdd034yH YRmMmMdgQdd0. 
HDIMEMM AL s98ob0MM8qy~mmbob JoghM boMdmeagbomoa (39330b sbo~@mobabob, doy~@-dm30 
Sddmdb, md dsge~mdmbgboyMa (39330 3363~@gd0 3Mg8ob9, Mmdgmbs3 wqomegb bymo 
ghagycmoabasb daodw@aoma yMgHyemo MoGdo. so8obs0M@m3y~mmbds, — @obdgbb doyo- 
dm30, — Wondo&o ba®y3960 (393306 Igemmenob; gb mdmbomosdyma GBMMoozo of 
gbowmsajds boG Mom nH GoGIbL, dobgomob Gosb*, Mmdgmay gogmgbob sbegbb d9-4 wo 
d9-8 doM(330009, MamMa(3 BoMdmonddbgd0 osdd0344H0 MOGd0; of oes asdma3gMAgb ob 
Rd480(3, MMI dagMdbyYED LodmgmMsdo BgdaLBodJob (eE~gdbob 6569300), myb6e@s(3, bobyabo 
Nd4(390HM ghao doM330ema(3 Bo AybLogomyAMoe@ YyMr3agmmBab od(3gbGoMgdyemos. gb 
MaGdgqemo bgdo, MmdAgemayy dgMdbymo bLod~egmab wboagomyAM ggbmdgbb bomdmoe@agbhb, 
sbema~@sb ofobs omdmhgbamn g80Mybdo" (Baud-Bovy, 1972: 155). dsgsmamse, bofmmboaem 
Lod@gmgddo, mdm g60(3 hobgMamas 8oMsdnG®osb gdoMJosdo, d9~j~@-dmM30d sPIMofinbs, Hmd 
HJILGo-Iybogob MaGIqemo yHongMn jo3daMo 0E968yMHo oy—. semdobyMa y9gb39d0b ddJmby 
Lodm@gmsdo sboemmaayma m4 &mbomodymo LAMA HyMo 3363c@9d0, myd(30 aaa oboboomgdb 
SMS HAMAg{EH, oMsd9@ 0904034 QMMdob. bIIMM Amy30bo~ Lod~mgmy|db 4930 943m 
Loghnm, 39Mdme, GAm{gq7emoa 06 o9ddn34q4Mo ImgHyMo Ig78M0, MJ Ambomodymoa eo bab 
80980, 5/8 beads. gmmbs Ed 00939 Iybogo~myM bJgdo%9 aobbb3go3g9d64yem0 dobga~mgd00b0 
— GHAFM{g9ma Oo a9ddn3qQMa MAGmbomodymMo JoM33emgdob 90339 do aobodaMmdgdb 
dgMmdbymo Lodmgmab bo jzo~mmodob. 

omdsbma badmgmgdob asbbamsgabob — gbgdo Me Lbgo@obb30 bojgambb, 389840 
dj GMa@ob (GMm{ggqeo Co 090303%9%0) moby d4yemn — 30eEM) AybazomyAM dg8Mode] (5 
Wagymoabasb dgdw@asMa 89emsmbgboyGo (3933950), — 59%7-d—M30 sobodbs3b, Gmd 99 
Lodmgmadob LeMay yMo Mog0@0b39 ~(36~— oym dgMdbyomabos3ob. ob 30H 7@Mdb, Mmd 
smbemaqemgdoabs wo boy 3 6g9d0b dobdamdy LOMA ayMo shodamnMegdmeas se@gocmmdMng 
89EM8MbgbLayM MgdqMBayoMmob6, M3 aobbobmsMoe3@o yow~93 Dob 8gmobodo(300b. 
doe-dmgab g:o0MosqYQe@nM, gb 8Mm3g9bo ~woobym d9-14 bL.-ob dmemb, Mm30 omdobymo 
Imbobmyamdob wCown bsbaemn aswobobme@s Igmmdmbgboodo. MyAd(39, J6memme od dobq bom 
39M AgIMBZNQoMam|dnm; gdaMybo~wsbs(3 dbnd3bge~mm3960 bsbo~oa doamoMe@s mgbomosdo, 
sgoMbsbosda ws sg%memosdo; obo woes osmabodobmb, Mmd Modegbadg Mgaombdo 
oomdobg9emg9d0 Irmbobmgamdob yIMo3:~mgbdob BoMIms@agbe@b)b. 

HMmAgggC@mo Ig GMab osdd03y4Ms@ aBoMes4dbob 8Mm3g9bo (Mmdgce~ma(3, Aobbo34y4mMQd0m, 
sbsbosmgab d9Gdbym LodmgMmsb) dovy~@-dmg0d DgIE QabsoMs@ osbbbo: ,,Gome@gbmdMn3 
d9GMS] 06 JdoM330Emmo bobamMdmmamdsdy wodysMgdyemo gb dbgqQdMn30 8MHmr39bo0 oMab 
dgMdbyma bobadmgMm Mgas_{MByomob woozomyMHoa ygbmdgbo, Mmdgemday3y Imdegmomo 
sgzomsMgdb AygbagomyAM sb6Mb HMM|gye~mo MaGdo~@sb asddn3yMab396 GHodGab LybGo 
emMmoab bodaobdob atom” (Baud-Bovy, 1972: 156). 


* semabo eGo d98M0, qd3g9mgba dgMdbyomn ~o momobsyMmol dbhasgbse, ay Mome@gbmdmMogo (Joa... d98M0 
WIM jZa@JdYEMN AYM oMs Dobg0Mdy], oMod{@ 4,MomMe@gbmdo0bgq" 06 doM33cmob bobamdemmg3mdsdg, Iybe~mo 30 
d9E29d0M@d ,AMGdg7e~m0* ES ,dM3e~9" JsG(33e~]d0ba06). 
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Igbo gsemyMn dg8Mo 

dgMdbyomo HMoseayoyemn 3gm3Zo0myMa Aybogab IgHMymo dbaosgbgdgdob aobbomsab 
84M 3g9bdo, do4~@-dmMg0 bodbb 4nb3godb 0d dsyo~eEmgebgdob, MmIgema(3 Mo3Zb ohgbb I_q8Myemo 
Od MAGINM 8HMdM|doGogZa0b 3mbHoJLGdo wo, 0b939, EgmeoyMHo 8adbgdob fobgMobmob 
Md 303daMIJd0M — bes honby|Mmb 6/8 Gs Mo 5/8. d94YC-dm30 9d 30(390b, Hd semdgbgemo 
amabgdabagab gb Ma&dgd0 LHymose dybgdMngZ:n0 GS MMasbym~ns. ,bLodgmdbgnmab gmo- 
Joo y3gmob9 odobsboomgdgmo (393300 TOGPIXOs [tsamichos] — fodob (39330” (Baud- 
Bovy, 1967: 126; 1968: 4). doj~@-dmg30 smnsM|db CEmmMoab wos gMa3 L&mgdobgd0b b3emomb, 
HMIM|Sd0(3 80MBgAE@MS@ fonbgMAb 349 HQd_FMmSyQoMOb 99M 33990 bsboemn?. dogs~moamobag3ob 
smgoyema ofgh L&mygdebob dogmM asdmdggybgoeyemo dgdegan dgGMyemo Godsob bodegmo 
((30QM% 9d0 smbodbogb dsG3Q3cm gab): 

AA+|AA+|AAA+|AA+(A)| 

123:1:23:12345.6 70 

Bodob (393306 93gemob9 bdoMoe@ aodmygbgd0mn 098Mab omdobyyMo 3q9Mbos Mogabyeomo 
7/8-05 (gamee, Rodfg -7d58)), 03 0dob badbog3b, md saze - ob Mobbemgdo Jgo~@Mm~ 3o3doMdo 
aYy™M bes ayMb Lown dm3933030b JmMgmaMogaym dmdMomdgdmeb. LodogagMme, dabasb 
a356L6393960m, Aodo3mbo (chamikos), ©mdg9@0(3 33630e9d9 LodgMdbymdo, sMab Bye~o (39339 
(seogm ob m6) 3/4 dgGMdo of(3g6Gom. dabmgob y39mob9 wsdobobosmgdgemn Mado 
obgooo: 

3/4°+|/O» On On| 

Rodogmbob dbaogbo bb30 (39330 oMab Afogmbos 5/4-%9. aba(3 gsoMybo~@sbss. o7d(309, 
d9jO-3M30 gZ0bdsMHogb, MMd Aodogmbob bodegmygddo m&Hng9 Aybogsm Ho Jg&MH0 (5/8 
w@sd 6/8) azb3gegdo. ab, 9b939, LoydMmdb 8gMabGyMobob JDgbobgd, Mmdg7emds(3 JgsaGmBZ0 
boJembomm badmgmgdab 2 39Mboe bodbMam g80Mybob g4yMaG®oboob 8MmgZ0b6(308d0. 80M39e~ 
domasbo asdmomhg3e dgd~@gan Madam: 

6/8 Att A|At4. dgmmMq go S/BAALA|AALA| 

l 234567 12345678 

SONWO-6M3Z0 0(303Lb bogymoeMm AmbodbMadob gdaMmybob bLodegmgdob MoSdob G®odob 
smdosbymon BoMmdmdmdab dobobgd, 09039 eMmb, 30Moyje@mdb 5/8 MaG®dob dgmbg30b 
89EM8mMbgboyH (3933900. 


3/8 sob y3gmod9 ao3gM39@mgEeym0 AybagomyMHo dgqHM0, MmamM3 bodbH qm 
omdsbymdo, aby AMe@ammygm gsoMybda HMoe@a30yjm DMhogo~mbdosb bodmgmgddo wo 
asdmayg69d9 dodnb, m3 (399396 Mob sbemogb badegmo (seneoomdsa. 2). ob, nM boo, 
asddng3yMo dybgdaboo 3/8 A+, doaMed dgndm@mgds, 06939, Jga363e@gb boydmabob 5/8 AA 
At, M3, Agdo soMam, 42MM LOMMns Ed 30O93 WRMM sdemngM|db Go JGob dob3omoob 
demag/ @EMmb (Jog.1). 


3968 98mbndodo 

87HGHoGHmbyYMHo LobGyJo 06 sg76GHoGmbyMo Bo~mm obobosmgdb bodbMym-wobo3mgm 
omdsbygmab dmbmenyM wo dMogoembdonsb badmgmdb; od Lodmgmgdb obsboomgdb 3mjgocmymo 
(s6 06L879968ye0) bsb0, MMdgmA(3 GIY9Md0 968qd08MbyMH 3o~mmydb (65b9396Gmbgd0b 
30909). DLaegbo jaemmg|dn a363c@9d0 Jaga dbmamoamdo. bLodbMam-w@obo3mgm dom 3oebgmo 


ab oym 80Mg3g9m0 bsdq(3609HM g_4b8g~@n(300, HMI~mob CEMMbe(3 foobgMAb omdosbyMo bo~mbyMa Anboago. gqb- 
38900(309 HoSeMe@s 1957 6; ogo boMdmo~@agbew@s agmdoboobes (Institut fiir Deutsche Volkskunde, d9Mem0bo) Cds 
omdsbjgnob gaym@agmoab bodobabGMmb ghiamdeag sHmg Hb. gJbs8ge@oi309 dgwagomes o~mdosbgma dybo3mm- 
magoabasb (Msdo~ob Logmemoa wo smdgm® 85389MabL 8m); agMdoboab dbMa~@sb homo yma oy3696 gM03 L&mg- 
dobo, 3MMQRM9O Ro~@m~m|Mo (eoba3ob Go) @d aMssbgAb gxyMa(30 (8 4603-bo). 
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oMab Mygaambo, Low@o(3 gobgameM@s 3976 GHo8mbajzod@q sMbgadqymmo bymdse. bodegmab 
89089 GMba 34H QMMds Ws Jo3MMBmbygdab aodmygbgde (mogne@o6b dyqMeomboab asdmygbgdob 
aoMgd9, Imagnsbgdom 30 — dyNfMombab aodmy gb69ea00), dagg7ymg369d9 seMaym bobob, 
AMAQE@A?yZ shm30ME d9 Dby_ILHNs BsMdsMayem0® CoMdmdmdob MGoGyoemgdmsb. Mos~@asb 
djMoombo (izon) boMIMad3Z0 3896 GHo8mba344Mo Bymdob 8HMomgemyMoe@, LodbMqm-w@osbo3mqm 
domyobyMIs GHMow@ayoyemdo IMo3zgo0mbdosbds badmgmMsd hodmsyommoads Mogabo bo3wymomo 
dobobosmgdem gd Ed godendydoZ0 8976GHoGmbo3yMo LOM yIGyMo. 

BoM 3394EM0 — BoMEEMIEM]d0 89H GmMbyMa Bgo~mbs Co DAMogembdnsbo bL&omoab 
8039db dmMoab a363e@9d0 bodbMam smdsbgmab, AMeEa~mm|m bLodgmdbgmoabs wo IMAbdob 
ImMbob~Mgymdodo (Is3qgeEmbos, ymoRamo ayambes3gos FYROM). 063900 8mbyG0 396Go8mbyMo 
mogabgdyMyd960, ob939, bobgbg0, AMeEam~mmgm sobwenbdo, sMmMIsbyemse dmboydm 
Imbobemgmdab MgAdgMByoMda. dox~o-dmga 908 30(39d@0, MMI CWobo3gmgnm Mgbomoobo 
©ds sMIMbs3~m am gdaMybdo dob dagM seMa3by~mo badegMgd0 Es, oMs IJsM 8m abobo, 
asdmamhgy3no6 s63qd08mb4yMmdom (Baud-Bovy, 1968: 160). bodbmgm-wobs3m qm dom e6bqoab 
Agaombob yRMmmM LHymymg@ama LyMomab BoMmdmbowagbse, sy30mg|dgmoo, 3aboydMmm 
SMS DMAM {:mMBZ0E—myMH, oMsdJ@ AOLAMYNI_LG ym Agho300 73. doaomame@, MogabyaRom 
dg 8Mdo wobgMamoa abbSMyd_bSH yom modgbGrgd0, oemdobyMHn yods (kaba) Ms d9Mdbyom0 
J80MMGyemo daMmemmgoe (Epirotic mirologia) 4HndIsbgmob Abasgbos, 346GsGmbyGo 30c~mb 
LAM I®qMabs Eo Agemmeoaymha RmMINQE@oab asdmygbgdab M3goembooMabom. 

89eEM8mbgbab segammdMag MgdgMOByoMHdo, AMeammy|M gd0Mybob 38976GHo8mbymMo 
Bymdob bodegmgdob sbodame3099 Loydmoabob, d944e@-dM30 smbadbogb, Mmd 3896 o8mboddo 
Roobs33ems 898 HoGMb0%ddo, bramm 15. doM33mnsbds oosddogyMds cmgadbds da(330c~o 
8/7 doMH33cmooba HMM|gyC~ma EMAdbo. dob, oaM ]m39, obbbs, Mmd gb of aym dbmmme 
896Go8mboodoab hobs33egd0b 8MmB3gbo 38gdGHoGmbob%dom, sModge@ body gbgdm@o 
yLoBO3ZMgdab aogmomMamgdob", Mmdmoab Bysemmdama:3 B3z0MGHabs wo 330bGab woodsbmbo 
ZoNdSMOS 11(8o30dE@9. 

39H BoJbdo Hoo GoM 330939 dZg9emgboa dgMdbyomn mamMob obymdobmob Cs393d0M%Jd0M 
Od NOLAM IZ Hye OMBo(300b dgbobgd CwobgMam L8oSosdo dgIMagmog0%%o MgAMMos 9d 
MHLGMAIFEGOL LGob6OsMB ym 896 GHs8mbo3 Ho 57 MEO08qG0b (Bymdob) dgbob92; ,~moMe, 
dgMdgZbM NdmogMAbo abLHMydg76GHo I76GHoGmbyMHo aymr; aan oH dga303@o bobg30M Gmbydb; 
dob dodnbs3 dgnbomMhybs oMdoxy~mo bymdo, Mm36 Lodgdob Momeagbmdsd aos~wosogomds byob" 
(Sachs, 1943: 204). ydggmgbo moMab ogmmMengob dabjm@30m, g943b039 boda sbymdomo aye 
89JOGoHMOYM Ba~mmdg bobg30M Gmbgdob goMgd9 Co obygdmeo do-~eob. obbSMydg768 ob 
QN_A300b 3mz0em Mo bobob aomMdsagds HoMdms@agbes. dovy~-dm30 89Mo~mg|mb o3emgdb 
MoMds30~™ do Bymdobo" ws d3g9e~mgbo dgMdbgd0b emmMay@m jo~mmb dmrmob wo ob33bob, 
Amd commoymbs3 of ofgb bob6g39M8mbgd0 (Baud-Bovy, 1968: 180). sdobmeb, gobdgbb, 
Amd mgboemosdo wos gsaMyAbdo sb3gqda®mbyMo jomm goMame oMab ao3h(39~mgdymEm0, 
dodab, M30 gsoMybob, dogge@mboaob, MmNAdgmab wo 8g9e~mdmbgbob BmangHa bobo~mdo 
MobssMbjdmdgb 876 GoGmbyMo, sb3qdaG®mbyMo wo 8gdaHmbyMo bobs d960. 

30Gb96930300 Bommo@ aodmbsSo, Mmd 3s7bGHoGHmb4yMo Bymdo, Mmdgema3 aohbeo 
AMeamMmM|M sob~|obob Mgaombdo, ob of, Lowe (3 3emobyMH wo dgMdbyYEH 96969 Imem30M939 
Imbobemgymds (36mM3gMmdb, dgodmgd0 wooymb moc: 3) 8qOHMbYMa BgbGoSmb4yMo 


°54 BoMdoMameds asdmoygbgdo odob ombsbodbsg0@, md LodbMym-~wobo3gmgm dso~myobgaob dmbobmymdob 
ndMs3gemgbdeb dg-4 Loagqbgdw@g xXIM jo~|g3 90M BJmbeEs da~rgdyemn JMabG@osbmds. dom Syo3~@sM Ms30- 
S6Hmd Md_MM|d0 Ed BJmbeosM bogymoMa HMos@n(309d0. dodsbGayMo Mgmoaoob dade Jad(3 go, MMdQE@A(3 
Lyme oYM gZ3BMH3g9MgdyEma LodbMym-~wobogmgm dsomyobgmda, BoMIsMa yma BoMdmdmdob (39m yg~m0 
MaSwyWoemgdo 333 oMbydmdeo. 
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30M Ed 4) SbE_ZINGMENMHo Bg7bGsGmbjHo ZB0c~m (Katsanevaki, 2005: 213). 3oGbo693030 
aobdoMBogb, Mmd ,dZ9eM dgMdbjdmb, BqdaGmbag3yMo 376 GoGmbyMo bobSgdob oMmbydmdob 
80M3Z39EMO WLo@MobGjMyd0 a363~—9d0 Bb_g{EM BeEyGoM gb OodMmddo ,dybo3ab dgbobgd“ 
(Katsanevaki, 2005: 226). ob gombdbgdyemne, Mmd doy~@o0-dm30 WH_Zb gmadobgmdo 
S638qd0GMbo30b wo gbsomdmboddb; M3, aobbo3MmM\dom, BoMas@ fobb doxy@o-dmgab 
DLyxgemmdsdo gosomdmbayyeman boaMbobgmdab boMdmdmdnb dgbobgd. myd(30 doy~@o-dmgab 
d(3@o0M0 Wob33zbab doyby~es30E@, jZoSbobg3030 oddmdb, Mmd ob (Ssej¢o0-dmg0) SM (3EJdMEOS 
dodab, MM(35 M9b9dj9OMM39 SgMdbyema B-jMB QMab y3qmob] oMoymo QMMIZdab dagdobob 
yyMse~Mjds DosdyMm bodgmdbgnab (3g6GMoem7M damnsb Bmbob, dogomoamoe@, sobeyboab 
daosb bob &gdob" (Katsanevaki, 2005: 228). doMmomos, AM~@a~mmM|m 8ab~ebob dIqbazoemnMo 
GHMsO0(308  SMSdOMB BoMEs0M xwyogdaMe ges ,gsoMybob AybogomyMm GHMo@a3oob, 
AMImab AMea~mmy|m bsba~mo E~MMb o~mdsbgnb, bmem bodbMy{m-wosbo3@myan jo bodgmdbgarb 
gbobm3M do" (Katsanevaki, 2005: 209), oModg@, Mo~@aeb sb3qdaGmbyMa 896Go8mbqyMH 30cm 
© Jobo 8Mo48o30 gMadobymmeb sMab wWoszo3doMyQdyema, ab dma303b LodbMym-wobo3gmym 
doyobqmab WQRBMM RoMam agmamMogaym oMgsmb, bo~ws(3 dgMdbgd0b, semdsbgemadobo wo 
3emobgdo0b (smdsbage900) asMos (36M3MMdg6 LbZo bomb yd0(3, dogo~mamoe@ dSqomaosMymy|do 
Ms Wobo3gmg|am Medabye~mg|d0. 

Amam™A3 fobb, G®Mow@a3oyjmo IMogembdosbo bLodwegmse ws Jobo osb3qdo8mbqymo 
BJO Go HMbOYMa Mog{:abgd4yMg7d9d0 BoMMMO oyM asbgamsMgdyemn semdobgmab wobobemgdyem 
s~maamM|dda. mmodgmabs wo goMMygebGH Mab Mgaombygddo, boda ba~m bdoab bmangmamo 
89OGoGmMbyMa Ag~mens abmbmsb DodsMmygdom ,soMdmbobgdyem09" DobmMMy~mo wo 
doymmyamoa  ba3nbegdob = smmMobmbGomyMa dgxYobgd0m da~gdyma wobmbosbbymo 
ab8 MZ09Em gd0b Jsmoeoa bomabbab bodymgdam. dabmMyomoa geagmab dfmby dsadme@ommds 
56 8mMmMnIMEsEMMds bdoMs@ aosdmonygbgd9 cmodob Mygaombdo Gs aobodaMmdgdb 09d 
Godsob s76GHoGmboodob aobbogymmygdyem mgobgdob (sjeoomdea. 3). IMbmMdmMe@semmds 
(asdmygbgaxjemns domemme gman (m6o), RBoMame oMob aos3M3qmgdyem0 GHmbygob wo 
hodob Maaombyddo. 396 8o8mbobdo, Mmdgema3 oMoab, Bmasw@se@, bodbMym-w@obo3mgmoa 
domyobgmob ws, 3gmMdme@, smdsbgmab wdbadsbgmmegobgbo mgabgdo0, waSoemyMoe 
abs dgbbs3gemoamn smdobyemo gmbmdqgbo3memmagdab dagm. dom aosoboemodgb bodbmam 
oemdosbyMma SHMoe@ai30ym0 AMogembdosbo bLadegmob L&amo; s76GHoGHmba30b yBybq(300b 
ogzombohabmgdabagab mob CoAMagh 3mobagngje(309 Go 906098 d960; L630 ba&y39d0m 
MMd 3a 430m, GBMosea30yjm0 DMogombdosbo bodegmab sg6Go8mbo0odo aonobMgb, 
Amamm3 aH M30 gd0b5 ws doMamse@0 HmMbgdab Lbgo@obb30 ymddnbs(300b9 sagdyjomo 
LAM yIG®yMo. daybg~@o30e@ sdobo, doxj~@-dm30d dgsbMyems dbad3z6gemmg306b0 MME, MmMamMh(3 
CsdMy30~-@ Jd9MdS bdsd sanmMmMdMng Lyme~|dbo Eos amMmdsm@mAMos@ BsdYy306 &96~@ 96(309db 
dmmMab, Mo@as6 ~wodsG jd0m ombodbo: 

3m 70H 8reEmgQMboab 330c0, 56939; 83530900 69Mdb930b Ag bmMdemoe@ 4(363H9d 
obgao gnbo 340 %399960b 93898 yoMdo Mg H096d0(300: 8Md56090M960 964 Mbocmonb 
G29 bom 3.06 907960, 930ML 960 Cd 056530] Jozgc~@mbagey|do. MAdobyemn bodoymydo0b 
Abagogbow, GMM 940 Emgdbo dj@g960 6 06, dahoms@ce@, 8 ds%(33cemnbg06. d9mdbycm0 
bodmgmob 3030965 d9nb0d6966 15 85330006 09060349 Emgdbdo, boe@0(73 b8HMgR0 bdoMmsco 
3 809808600. 0Jo@s6b g5dmM8e@065%49, Hd AJrbeos Agbodem7demmdo, 09d9L653e5 “ob bogydo” 
(89H 906ob §9608MM0s) doboabob dbsHob, ogbseoob sHmdsbogem dob AgbozocyGo 96s, 
6MdM35h0b69 6689d08MbyM0 0€E0Md960 Co, 66(330S@ 04 7bob gobbojzyoMydyomo 9oMggMabo, 
AMA90M0(3. BM{M~MMg 09M 856663530960 69Mdbyom0bg06, dobo 64306960 bLogmMame oM 
306L630309460 MIgaMbob d9Mdbyem0 643069606306 (Baud-Bovy, 1983: 55). 
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dn'b568nbdn 

AMea~mmM|m g8aMybob 3mmagmbayMmo LadmgMygdab dgbob9d L&sGosdo 3gMab& Mobo 
boob qbgodb, Mmd dgmdbyma wo bodbMgm omdosbgmab dbaogbo bobodmgmm b&omo 
33630909 bIgmmoedyobes3absoMgamoab abym Myaambyddo, AHmamMa3o0 abSMos, Gosemdo os, 
dogge@mboob Mgb34qde~ma3e (yro3nmo aqambeogos), dmbbos, bmmm 3o3gebo9d0  — 
boJoMaggemmbese @o bmdbgada. dgbodsdaboe, ab mM bonbGy{Mg{bM @o0330M3g9d0b a30booMg|db: 
yoOMaAAgMaD Aybogsmyha gmgd7bH0, dJoasmame@, abgmo, MmamMa3 oMab dS yMHeombo 
(izon) 06 8eby60 (Ghyristis) ®mbo30b9 es LydGmboj0b9, aogMygemgoyemos dobosbGoH 
boggegbom Aygbagedo. gb gRoJGo dgdega j3ambgeb Bomdmdmdb: dgobodmgdgmo oym omy 
oMs, MMd dnbobGHoyM bog3emgbom Agbogob aogmgbs Amgbenbs bombyMm bodegmedg, 
asbbo3qmmMgdom aod gqybgddo, Mmdmg|dday3 dobsbGBayMa (30g0~mobo(308 ~— Yy30~mM~@o?” 
(Peristeris, 1964: 52). 39mab&gmobob dogM 1958 6. asdma dyno sdMo 25 beab dadega 
As@soQdbo dsoy~@-dMgad. od wRo0boby3bgmdo ~Coob336s Md: 

3m oy MHO 8rem0gMboab dobsboomgde~ 960, b630@0b630 93MMdOM, 303M(39EMgdqE~0 
oym dageo &mb 0b 69g0Mbdo (semdsb6yo-0, Jeo. J37dd0b60b bsdbGJ~a0 bs6oe0), 6890/3 
oA(3 0b9 dbnd369e~M30609 gsoMabobagob; beaM0@mb 389M0b&gM0b Bosmag bob dyo3b 
dmd6M9960, ababo 06009696 sdMb GMo@0(300b 0039306 dabodegdemmdab dqb0696, Mo(3 
0530b mo3d0, Ms MJIs jbo, 0% B0MM0(3653b d0d06G0qM0 Aybozob 353 96ob, Jom 
99949b, my go30M30~m0b60698m smbodbyem0 MIgombob dsHan~mdswmnwyj6emyM MbA765b 
(Baud-Bovy 1983, 55). 

2006 Beoab sagob&mdo dodo gdobygm g2mMeEsbmd (Imgegmn BMsbhnbyGmesb, 
BOMSG0, 0Gocmns) JambGHo: VIKOIZEg7eEmB5bgbos ma GyMaozob oedsb-yMH 96009 MsMadbo, 
Moe@aeb gb Aggbo goss. Ergb domme msbsdjwMM3Z9 dnbsbHayMa Aybo3os (36mdo0~mo0 Eo 
Mo qd3gemgboa. Agg6o dsdgd0 byMebyb dnbsbGoyMH Aqbogob EobogmyNMHn bMGBo(300M Cos oMo 
dndsbGHayMam, Ms@aob abobo oH ye~mmd@by6 Job. Aggba Anbo3zo bg8oMs@ |9E99(39dIME@dS 
MoMdne@ob Momdob. sMdgMoxyen0 (semdo6-yGo) HMoseoai30Nmo0 bod~rgmgd0, bogMm oxy soMo- 
Ma HyMangyma, omgdyemoas doo%sbGHayMo moGHyManjo@ob, doamod obobo, 06939, dg0(30396 
Mmomobyma — wobs3myho Aybogob badbgdb. MMagbGomyAMa ,330Emab" doGoMmadgemo 
Lod@gmgdo dagdmgn@s domyobgma@sb. dg hada bogymomo Aybags Wo3Z0~@9 ‘bmangMa soMo- 
MmaAyMmangyema bLodmgmab Go dbHb. QMowayoyem bodmgmodo ,dg6 mosdoobm Imm" (O e 
bukura More), Gmd9m@073 EsbgMa~@ns d0Bs6GHoy_MH IqMHQq GobggMsoJHmdo Boye jBoc~mdo, 
a3b3c0gj00 JOHmMIsGoyemo ssboyo (As, G, FH, G). 

doN@-dMgZ0, 96939, 90H 30(390b, Mmd ,bogge@gbom wo bogfm bodmgmygd0 dggmbyo 
ghadobgab. . . IMIM|MEn|d0 bdaMs@ 39M ZoMby~mmde@byb dnbsbSoyM Oro 300b, doamMod 
adobbm3M 7de@696 dob, MmamM3 Bmd8qmoMym, Yy3qmob9] ao3gM(39mgdq~m bLod~gmy|db" 
(Baud-Bovy, 1983: 17). 


msMmadbs 656s dsMadsdgd 


Lodgyym don@-dmgZ0, CsdmMyjag~@gdogemoa bdo s@anmmdmMng 


RZammmbogaqm bLymegdbs wo ammdomyM Body306 &g6e@ 96(309db dmmob 399 
S~NMIdSaS9Cmamg|dn 


— 


. ,Xinisa na rtho na vradhi" (49 oes Amgbyemaysg0 Lomosdmb). 8mambob da~sdmgddo — semdsbygambe 
@d bodgmMdbgmab g8oMybb dmmMab ombydqemo ombs. — bobgbgo dbasghgd0 modob gmba3~yMo 
KA97BOb yomobbemydm dmhogombdnsbh LodmgMmgdmob, Mo(3 Mo3b ofgbb smo JoMH~M MoGHIQE~ 
ab8 J bLagmMd98do_ ~ws DoymMMym/dobmMMymo bLyagybegdab ,dggobgdodn", smModge@ 8mgGqm 
o9dda34M dgHMdo wo 2/4 96 3/8 Anbozomnm dgGMHdov3. 


2. ,Théllézé e Gyjirokastrés" (Wg7mogZsGyGo gaKSmyebG Mo). shMymgd96 Isdo30(39d0 ~=wo 
sboboosmgdb abmboa 3gmjgomyM BoMBosdo, sdobmob mby3gqGo omBpMs(309 wo Csdsdyommes 
CabmbsbbyMHo obG MZ0emgd0b bdaMo (33~mab gdm. gmbGMobSyemo dmbo339mgd0, dabod~gmo 
odomg 3b Ladegmsb MaGdyqm syembb 3/8 dgHMam wo boob qbgodb kmgGqM osddn34y4H IgGmb. 


3. ,0 ¢'ma ke syrin-o" (960 ~msdobo mg9~g60), 39ye@SbodGob Logmne@sb. nao dJgagegb modob 
MJQaMbabagab wodobsbosmgdgm MogabgdyMyogob, Mmdgmna3 boboome@agds wobmboMydjyemo 
ob SaM3Z0emydo0bae6 (JoymMeyjomn @d dadbmMmymo bLa3ybeab FAMOMMAmmMds Cd wsdsoMob30M S09) 
dgIoasMa BoMdmbagdobasb, dagMmBmbyMo obGyM3g0emgdoba06; wobobMymb yo ygqmo bdo 
JMmnsbeogds obmb%9 wyboabmbdo. 
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ENO KOCO 
(UK/ALBANIA) 


SAMUEL BAUD-BOVY, AND INDEPENDENT VOICE AMID THE 
LOCAL SCHOOL OF THOUGHT AND GLOBALLY DOMINANT 
TRENDS 


Baud-Bovy' stated: 

The North Epirote songs are an exceptional phenomenon within the Greek repertoire in that 
they feature this strange polyphony, this triphony to be precise, which is a characteristic of the 
men 8 songs from the Cham people recorded by Mr and Mrs Stockmann. We can therefore be certain 
that the above actually originated from Albania and were adopted by the Greeks, given that both 
peoples had lived for long periods in close cultural symbiosis. Having established the Albanian 
origin of this rhythmic type of Epirote songs we will naturally assume a similar infiltration in 
the case of the 5/8 rhythm of Peloponnesian dances. It is said, in fact, that at a certain period, 
at the end of the 14" century in particular, significant Albanian settlements came to populate the 
Peloponnesus. Compared with the refugee songs of North Epirus, those of Peloponnesus testify 
assimilation of the local repertoire: the pentatonism was superseded by heptatonism and the tyrant 
of the Greek song, the iambic verse of fifteen-syllables, replaced the eight-syllable with the seven- 
syllable trochaic verse ... We believe we have demonstrated that, based on its structure, this song 
is, in fact, alien to Greece, despite that during the centuries it was progressively and perfectly 
Hellenised (Baud-Bovy, 1972:158 and 161). 

During the course of this paper different aspects of Baud-Bovy's proposals will be discussed. 


Poetic metre 

The Albanian scholar Eqrem Cabe] has provided us with some firm definitions of poetic metre 
of the Albanian traditional ison-based multipart unaccompanied singing: 

The regular metre of the Tosk’ verse line is a six-foot trochee .. . while the usual metre of 


'Samuel Baud-Bovy (1906-1986) was a musician, ethnomusicologist, neo-Hellenist, university professor and Swiss 
politician. Studied violin and piano at Geneva, the composition and musicology in Vienna (1926-1927) and Par- 
is (1928 -1929). Having followed in Paris the courses of Modern Greek he went to Greece in 1929 where he studied 
Byzantine music. He devoted himself to musicological research in the field. From 1933 he took in hand the orchestra 
class at the Geneva Conservatory of Music and conducted hundreds of concerts with Orchestre de la Suisse Romande. 
From 1938 he directed many operas by Bizet, Gounod, Donizetti, Gluck and Mozart. 

Being an open-minded scholar, Baud-Bovy has researched splendidly as an independent voice the traditional 
music of the Balkan region, away from any nationalist ideology. In the past, both Communist and Hellenistic 
nationalist ideologies failed to recognise that the traditional singing culture is mostly a regional occurrence based 
upon different ethnicities. The need for a kind of homogeneity in both Greek and Albanian nationalist ideologies 
appeared "to attain mainstream significance and national homogenisation, in which contested areas and cultures have 
an important symbolic function" (Nitsiakos & Mantzos 2003, 202). 


“Tn a narrow sense, the Zosk or Tosks, are the main south-eastern ethnic group of Albania. In a wider sense, the whole 
land, Joskéria, is inhabited by Albanians south of the river Shkumbin. 
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the Lab’ verse line is a four-foot trochee’, and some Aromanian ethnic groups sing almost like the 
Albanian Tosks, whereas the Greeks of Epirus sing somewhat similarly to the Labs. The “lenders” 
here are the Albanians since other Aromanians and Greeks, who do not live close to the Albanians, 
are unfamiliar with these melodies .. . (Cabej, 1975: 130-131; audio ex. 1). 

I am not entirely convinced about the "lenders" and the "borrowers" since I very much 
believe that a great part of Southwest Balkan region practiced the ison-based traditional multipart 
unaccompanied singing in their own tongues, despite the fact that the predominance of the trochaic 
accentuation was closer to the nature of Albanian than to the Greek. Cabej has also pointed out that 
the Ottoman influence that superseded that of Byzantium, including the Islamisation of many parts 
of the Balkans, represented a new historical phenomenon which had an important impact on the 
traditional poetry of the area; "the songs and motifs of the Byzantine time continued to live among 
the Muslims, however, wearing a new dress" (Cabej, 1975: 123). Cabej tells us that despite its 
constant development as an orally-transmitted tradition, the ison-based multipart unaccompanied 
singing belong to a pre-Ottoman culture, identified by their use of the metrical nuclei of poetry and 
music from this period. 

Practiced mainly in Albanian, as well as in Greek and Aromanian/Vlach languages, the poetry 
of traditional multipart unaccompanied singing reflects the way the words are attached to the 
melody. Baud-Bovy in a summary of an article writes: 

Regions, in which populations of different race and language live in close contact, are of 
special interest for the ethnomusicologist. Such is the case in North Epirus. Studying the polyphony 
and the poetic rhythm of the folksong of this area, one can readily recognise the existence of a 
common repertory among the Greeks and the Albanians, strongly influenced by the similarity of the 
performance of the bagpipe, which seems to conform more closely to the verbal accentuation of 
Albanian than to Greek (Baud-Bovy, 1968: 126). 

Baud-Bovy writes that "the rhythms of Albanian and Greek languages are as dramatically 
opposed as those of German and French, the former being 'trochaic', with descending accentuation, 
the latter being iambic, i.e. with rising accentuation" (Baud-Bovy, 1968: 122). It should be stressed 
that Baud-Bovy was an excellent observer of the verbal metric patterns and their relationship 
between Albanian and Greek. His opinion on the significant role of the trochaic foot in the traditional 
multipart singing matches Cabe]'s proposal on the same matter (also written towards the end of the 
1960s); "Let us assume at this stage, that South Albanians and North Epirotes share a common 
repertoire of polyphonic songs, which 1s in all likelihood, due to an imitation of bagpipe playing and 
that by its predominantly trochaic accentuation, it is better suited to the rhythm of Albanian than to 
the rhythm of the Greek language" (Baud-Bovy, 1968: 123). Referring to the similarity between the 
vocal iso(n) and the bagpipe playing, Baud-Bovy intends to correlate the immutable choral drone 
of the multipart singing with the instrumental drone. He has also revealed that the sixteen syllable 
(two eight syllables) verse line of the trochaic scheme used in the Albanian and Aromanian/Vlach 
traditional multipart singing texts, in some parts of Greece (Thessaly and Peloponnesus), has been 
adapted to a fifteen syllable iambic (with a caesura after the eighth) by regarding the first syllable 
sound as an anacrusis. These so called "political verses" of fifteen syllables are known to have been 
as popular in Byzantine poetry as the eight syllable trochaic, mentioned earlier by Cabej/ Dietrich. 


>Labs are the main ethnic group in southwest Albania (Labéria). 
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Although Baud-Bovy's analysis below is concerned with traditional monodic singing rather 
than the multipart singing, the cross-language similarities and differences apply to multipart 
unaccompanied singing too. In the regions of the Southwest Balkans where not only Albanians 
but also Greek and Vlach populations live, the poetic metre based on the octosyllabic line is found 
in both forms, trochaic and iambic. Analysing a dance presented by Theodoros Papaspyropoulos, 
Baud-Bovy comments that this Peloponnesian dance is attributed to Crete and that the editors 
named it as a Cretan rhythm of five units. It was Papaspyropoulos, adds Baud-Bovy, who set the 
words to the melody of this dance and then he comments that "these octosyllabic trochaics are 
not suited to its natural rhythm, the duration accent type’ which affects the 4 and 8" syllables 
suggests a rather iambic rhythm, taking into account the fact that in the Greek song, the initial, 
even an unstressed one for the whole hemistich is always inclined to be musically accentuated. 
This rhythmical scheme, a unique phenomenon in the Greek song, was again found in Epirus" 
(Baud-Bovy, 1972: 155). In another case, in a wedding song recorded in the Eparchy of Paramythia, 
Baud-Bovy found that the text-music rhythmical rapport was identical. In a song, this time coming 
originally from Albania, the same octosyllabic structure was applied, however, not to the trochaic 
but to the iambic. All the above mentioned songs have similarities, such as trochaic or 1ambic poetic 
meters, octosyllable verse lines, the 5/8 time signatures or modal range outlines. The fact that the 
opposed accentuations as the trochaic and iambic octosyllables are applied to the same musical 
scheme shows, in Baud-Bovy's argument, that this is an exceptional phenomenon in Greek song. 

In his discussion of the songs which originated from Albania and were adopted by the Greeks 
and through his analysis of other elements, such as the poetic metre (trochaic and iambic) and 
musical metre (Peloponnesian dances of five units), Baud-Bovy has argued that the structure of 
these songs was initially alien to Greece. He suggests that over the decades and centuries this 
structure was introduced and assimilated into the local Peloponnesian repertoire, thereby becoming 
increasingly Hellenised. Baud-Bovy's account is persuasive and this process may have occurred at 
the end of 14" century when significant Albanian settlements came to populate the Peloponnesus. 
It was not just the Morea (Peloponnesus) where the Albanians migrated in the middle of the 14" 
century; before that, apart from Epirus, they were settled in great numbers in Thessaly, Acarnania 
and Aetolia, and, in several regions they constituted the majority of the population. 

On the issue of transplanting a trochaic meter into 1ambic, a necessity for Greek song, Baud- 
Bovy has explained how this natural process, based on quantitative metre or duration of a syllable, is 
accomplished by using an upbeat: "This use for an identical musical pattern of two lines presenting 
such drastically different accentuations as an eight-syllable iambic and trochaic is an exceptional 
phenomenon in the Greek song repertoire, in which a singer normally moves from a trochaic to an 
iambic rhythm by the use of the upbeat" (Baud-Bovy, 1978: 156). 


Musical metre 

In his analysis of the metrical equivalences in Greek traditional vocal music, Baud-Bovy 
has highlighted what he sees as some "confusion" over the differences between the metrical and 
rhythmical points of view and that the Delphic Hymns should be notated as 6/8 rather than 5/8. 
Baud-Bovy contends that for the peasants of Albania these rhythms are perfectly natural. "One of 


4Classical metre, as in ancient Greek and Latin, was quantitative (1.e. the metre depended not on stress but on the 
"quantity" or duration of a syllable and the foot consisted of "long" and "short" syllables). 
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the most characteristic dances of the continental Greece it is named toxoc [tsamichos], which 
means the dance of the Chams" (Baud-Bovy, 1967: 126; 1968: 4). Baud-Bovy acknowledges the 
work of Doris and Erich Stockmann who first recorded and presented some of this repertoire’. 
He takes as an example a song, published by the Stockmanns, in the following metrical type (the 
figures indicate the syllables of the stanza): 

AA+|AA+|AAA+|AA+(A)| 

L23-123 12 345.670 

The most-used meters of the Albanian version of the dance of the Chams, gamce (chamche), 
are those in free 7/8 (rubato), which means that the saze accompanying music should be closely 
related to the choreographic movements of the solo dancer. Conversely, the chamikos used in 
Greece is a slow dance (Adagio or Lento) in a heavily accentuated 3/4 metre. This is its most 
common rhythmic pattern: 

3/4°+|/O» OnOn| 

Another dance similar to chamikos is chakonia in 5/4, also originating in Epirus. However, 
Baud-Bovy explains that in chamikos songs found in Greece, both musical metres, 5/8 and 6/8, 
occur. He mentions Peristeris as having collected two equal versions of the same wedding song in 
the province of Euritania in South Epirus. The first has the following rhyme: 

6/3 At+A |A++. and the other 5/3 A A+A|AA+A| 

1234567 12345678 
Defending his view on the Albanian origin of the rhythmic type of some Epirote songs, Baud- 


Bovy assumed an infiltration of the 5/8 rhythm into Peloponnesian dances. 

The 3/8 time signature is one of the most commonly adopted musical metres among the 
South Albanian and North Epirus traditional multipart singing and it is used especially when 
accompanying sung dances (audio ex. 2). It is predominantly of an iambic nature 3/8 A + but it can 
be also found in conversion to 5/8 A A A + musical metre, which, in my view, is more correct and 
gives more strength to the accented downbeats (ex. 1). 


Pentatonism 

The pentatonic system or the pentatonic modes, applied in both multipart singing and monodic 
singing of the Southwest Balkans, are those characterised by a vocal (or instrumental) line based 
on anhemitonic modes (without semitones). Such scales or modes have been found all over the 
world in a wide variety of different cultures. The Southwest Balkans is one region where the 
archaic and rural musical tradition of pentatonic expression, together with the traditional multipart 
unaccompanied singing, developed alongside the pre-existing pentatonic tunes. The pentatonic 
multipart form of singing and the use of microtones and some characteristic clashes of overtones, 
initially without the use of ison and later with the use of ison, belong to an earlier stratum associated 
with shepherd-farming rituals of Pagan origin.°As the ison evolved alongside pentatonic tunes the 


>This was, in fact, the first scientific expedition for sound-recording Albanian folk music. The expedition, which took 
place in 1957, was a joint venture of thee Institut fiir Deutsche Volkskunde, Berlin, and the Albanian Ministry of Cul- 
ture. It consisted of the Albanian musicologists Ramadan Sokoli and Albert Paparisto, and on the German side, Erich 
Stockmann, Wilfred Fiedler (linguist) and Johannes Kyritz (technician). 


©The term "Pagan" is used here in the sense that most the pre-farming populations of the Southwest Balkans, by the 
end of the 4" century AD, had still not accepted Christianity. The tolerant Pagan cults pursued their own practices, 
favoring their gods and traditions. Even after the Byzantine religion had been fully introduced into the Southwest 
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Southwest Balkan traditional multipart singing formed its own specific features and elaborated 
structures in the nature of a stylish pentatonic system. 

There are parallels to be found between several types of pentatonic modes and multipart styles 
of South Albania, north Greece and the Prespa populations (Albanians and non-Albanians) in the 
Republic of Macedonia (FYROM). Anhemitonic pentatonic genus is also found in the repertoire of 
the Aromanian speaking populations of northern Pindus. Baud-Bovy has asserted that in western 
Thessaly and eastern Epirus he has not only encountered and registered songs of genus but thinks 
that the whole repertoire of this particular area "1s almost exclusively anhemitonic" (Baud-Bovy, 
1968: 160). To provide a more complete picture of the Southwest Balkan area, it should be added 
that not only the traditional vocal music but also the instrumental, such as the instrumental laments 
in a free metre, the Albanian kaba and Greek Epirotic mirologia, have striking similarities in the use 
of their pentatonic scale structures and definite melodic formulae. 

When discussing the assimilation of the north Epirote's songs of pentatonic genus into the 
Peloponnesus local repertoire, Baud-Bovy maintains that the pentatonism was superseded by 
heptatonism and the iambic verse of fifteen-syllables has replaced the eight-syllable with the seven- 
syllable trochaic verse. He also explains that it was not only the replacement of pentatonism with 
heptatonism, but also the extension of the ambit which from a fourth or a fifth reached an octave. 

Curt Sachs has investigated the tuning of the ancient Greek lyre and in an article on instrumental 
notation introduced the theory that this instrument had a standard pentatonic accordatura (tuning); 
"The lyre, chief instrument of the Greeks, was pentatonic without semitones and preserved its archaic 
tuning even when the number of its strings increased beyond five" (Sachs 1943, 204). According 
to the ancient lyre accordatura the six strings of the instrument were tuned to a pentatonic scale 
without semitones starting on the E (M1). The role of instruments was essentially to double the line 
of the song. Baud-Bovy associates the descending "E mode" with the Doric (Dorian) mode of the 
ancient Greeks and concludes, probably in the same way as Plato, that Doric did not originally have 
semitones (Baud-Bovy, 1968: 180). He adds that in Thessaly and Epirus the anhemitonic mode is 
widely spread, while in some parts of Epirus as well as in Macedonia, Roumeli and Peloponnesus 
both pentatonic systems, anhemitonic and hemitonic, coexist. 

It is Katsanevaki who broadly articulates the argument that where the pentatonic scales occur, 
among the Vlach-speaking and Greek-speaking populations of the northern Pindus region, these 
scales "can be divided into two kinds: a) hemitonic pentatonic scales and b) anhemitonic pentatonic 
scales" (Katsanevaki, 2005: 213). Katsanevaki explains that "the first clear evidence of the existence 
of a hemitonic pentatonic system in the ancient Greek world is to be found in the work 'On Music' 
by the pseudo-Plutarch" (Katsanevaki, 2005: 226). She believes that Baud-Bovy confounds, at least 
in one part, the anhemitonic system with enharmonic genus when he 1s referring to the invention of 
enharmonic genus by Olimpus in "On Music". However, she does state that although Baud-Bovy 
reached a false conclusion in that respect, "he was not mistaken in turning his attention to the central 
mountainous zone of Greece, 1.e. the Pindus mountain range, in search of the most archaic forms 
of modern Greek culture" (Katsanevaki, 2005: 228). It is true that the musical tradition of northern 
Pindus not has only direct links with "the general musical tradition of the region of Epirus, whose 
northern part now lies in what is today Albania, and whose southern part lies within the borders 


Balkans, the isolated survival of Pagan rites continued until much later. 
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of modern Greece" (Katsanevaki, 2005: 209), but as far as the pentatonic anhemitonic mode and 
its practice is concerned, it encompasses a broader geographical area of the Southwest Balkans 
where apart from the Greeks, Albanians and Vlachs (Aromanians), other populations such as the 
Bulgarians and west Romanians live. 

The traditional multipart singing and its anhemitonic pentatonic application seem to be 
particularly richly developed in the Albanian populated areas. In the Labéri and Gyirokastér regions, 
in particular, some pentatonic melodies of the three soloist voices in relation with the ison are 
"harmonised" by a high degree of dissonant intervals with horizontal clashes of minor and major 
seconds. The bimodality or polymodality with an emphasis on minor shades, used mostly around 
the Lab areas, becomes one of the distinguishing features of this kind of pentatonism (audio ex. 3). 
The monomodality (using only one keynote), which can sometimes be of an ecstatic expression, 
is a widespread practice used predominantly around the Tosk and Cham areas. Being the most 
prevalent melodic and modal attribute of the traditional multipart singing of the Southwest Balkans 
in general and Albania in particular, pentatonism has been meticulously studied by a number of 
Albanian ethnomusicologists. They have produced an expansive analysis of the South Albanian 
traditional multipart singing styles with many providing their own explanations and classifications 
of the specific functions of pentatonic modes; in other words, presenting the traditional multipart 
singing pentatonism as being often based on different combinations of intervals and root notes. 
However, Baud-Bovy plays his distinctive role as an independent voice between local schools of 
thought and globally dominant trends by adding: 

"Traces of vocal polyphony also exist in the repertoire of another ethnic group who lived in 
neighbourhood with the Greeks: the Aromanians or Koutsovlachs of Thessaly, Epirus and west 
Macedonia. As in Romanian song, the trochaic verse—catalectic or not—of six or mainly eight 
syllables is the most common, but the influence of the Greek song is manifested in the songs of a 
15 syllable iambic verse, where the strophe is very often a three-hemistich. Having the opportunity 
to study “in situ’ (on the terrain) the musical language of the Aromanians of that part of Pindus, 
Thessaly, I found a clearly anhemitonic idiom and in spite of a particular colour of this language 
which is phonologically so different from the Greek, it does not at all differ from that of the Greco 
phones of the region" (Baud-Bovy 1983, 55). 


Byzantinism 

In an article on the polyphonic songs of North Epirus, Peristeris underlines that similar singing 
styles like those of north Greece and South Albania can be encountered in other Mediterranean 
regions, such as Istria, Dalmatia, Republic of Macedonia (FYROM), Bosnia, and all the way up to 
the Caucasus in Georgia and Armenia. Subsequently, he makes two interesting observations: "Some 
of their musical elements, such as the /son or the Ghyristis [answerer's|] melody on the tonic and 
subtonic, are also found in Byzantine church music which leads to another question: could these 
local folk songs have been influenced by Byzantine music in those countries where Byzantine 
civilisation had flourished?" (Peristeris, 1964: 52). The proposal made by Peristeris in 1958 was re- 
evaluated twenty-five years later by Baud-Bovy. The latter remarks that as a result of: "these vocal 
polyphonic features, in one form or another, being practiced over the whole Tosk region of Albania 
(south of the river Shkumbin), which is quite marginal in Epirus, one might be tempted to accept 
one of Spiridon Peristeris' hypotheses and consequently to see in this polyphony a survival from a 
grassroots tradition, which would not necessarily exclude the possibility of its being influenced by 
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Byzantine religious music since the region was predominantly orthodox" (Baud-Bovy, 1983: 55). 

Father Emanuele Giordano, parish priest of Frascineto in Calabria, Italy, said to me in August 
2006: 

"It is important for the liturgy to be translated in Albanian/Arbéresh because this is our 
language. Today only the modern Byzantine music is known, not the ancient. Our fathers wrote 
the Byzantine music in Western notation, not in Byzantine, because they did not know that. Our 
music was oral, not a written one. It is the echos that the Arbéresh traditional songs, secular or 
para-liturgical, have taken from the Byzantine liturgy, but they have also taken from the Latin—the 
Western music. Those with an Oriental echos have come from the Balkans. I have put my own 
music to some texts of para-liturgical songs. In the traditional song “O e bukura More” [O You 
Beautiful Morea], which is maybe in the Byzantine Second Mode, in the semi-chromatic one, there 
only a chromatic passage occurs (As, G, F#, G)". 

Baud-Bovy also affirms that "the church song and profane song emerge from the same 
throat.... The singers were often unable to read Byzantine notation, but they memorised, as well as 
popular songs, the most common songs of the office" (Baud-Bovy, 1983: 17). 


Audio examples 


= 


. "Kinisa na rtho na vradhi" (I Was About to Come in the Evening). In the Pogoni area, a zone between 
Albania and Greek Epirus, there are striking similarities with the Lab inclination of multipart 
unaccompanied singing, emphasising not only the rhythmic intensity of the ison, clashes of major and 
minor seconds over a syllabic droning and the density of sounds in a narrow range, but also the poetical 
iambic metre and the 2/4 or 3/8 musical metres. 


2. "Théllézé e Gjirokastrés" (Dainty of Gjirokastér). It is sung by the men's group and its singing style is 
characterised by a continuous alteration of the voice parts above the ison and a modal density due to 
frequent changes of dissonant intervals around the iso tone. The contrasting section, the refrain, gives 
the song a rhythmic pulse of 3/8 musical meter, emphasizing the poetical iambic metre. 


3."O ¢'ma ke syrin-o" (Your Beautiful Eyes). A song from the village of Vezhdanisht near Vloré, retains 
a typical Lab distinctiveness, characterised in this case by eerie harmonies of dissonant intervals with 
minor and major seconds clashes as well as microtone intervals, after which all vocal parts return to 
repose in an ison unison. 
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Example 1. "Vajz' e bukur-o' (Beautiful Girl). Song was recorded for Pathé in France, in 1929. 
transcribed by Eno Kocho. 
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MAIA GELASHVILI 
(GEORGIA) 


THE GURIAN NANINA 


Songs titled Nanina occur only in Guria out of all the provinces of Georgia. They are mostly 
performed by men. The manner of implementation of these songs is soft: they are performed by 
humming and so are they called, too: humming song Nanina. 

The name Nanina stands close with ‘nana’ (‘lullaby' in modern Georgian and 'mother' in some 
of the older dialects) and seems to be derived from it, yet, other variants, coming from 'nana' and 
‘lullaby’ (Nanine, Nane, Nanila-Nanaila, Iavnana, Ha Nani...) which are used to calm child and 
make him/her asleep, differ considerably with their functions and contents. 

Nana is the word which is usually said by mothers or women to the little ones. The first sounds 
that babies make (like "aghu"), or the first cooing is usually replied by the mothers by humming, 
too. Nana sung by the mother implies calm sleep of the child. This song is followed with intonation 
which is repeated many times, while mothers thoughts are: "sleep in peace and grow up in sleep, 
sleep in peace and grow up in sleep". A folk proverb tells us the same wisdom: a child grows up 
while asleep. All of the above-mentioned leads us to the goddess Nana, who had the function of life 
grower. Nana is the goddess of fertility. Fertility immanently implies growth as well. That's why 
to the newly created life, the baby, there are usually addressed the words: "Nana, child," which 
restores the memory of the mother-god in the child. 

Now let's pay some attention to the modified titles of the song Nana. As soon as in the variants 
of Nana there appears the '1n' syllable, or there occurs the fuse of 'an' and '1n', male and female, men 
also become performers of such songs. This is true for Svan Nanaila, Kartlian, Kakhetian or Imere- 
tian Nanine, Gurian Naninas. Men sing these songs, too, 1n response to "aghu," sounds uttered by a 
child. According to our opinion, Nanina represents itself a Nana sung by the father, into the text of 
which the inclusion of in syllable changes the musical duration, too, and the previous text (mother's 
Nana) does not match it any more. That's why the song Nanina was performed initially entirely 
without text, only with the word nanina. This word is not a glossolalia and its initial meaning is 
exactly the father's Nana. David Shughliashvili in his work "Wordless' Polyphony in the Georgian 
Traditional Music," while discussing glossolalia examples, nowhere refers to Nanina as a glossola- 
lia (Shughliashvili, 2010: 223). 

The song Nanina could be sung with the emotions felt directly with the child or for the child, 
or may be during the thoughts about him/her. That's why it is very natural to triphonize it. What 
about the main voice of Nanina, if we watch it carefully, we shall see that, quite frequently, it rep- 
resents the intonation which is repeated several times, the feature which is so characteristic for the 
cradle Nanas (ex. 1). 

We also wish here to make a little deviation from the main theme. In the Cherkez (Adyghe) 
folklore there are known Nanas performed by men, which they sing not to the children but to the 
dying old people. Thus they see off their old ones "who go back to the bosom of the great mother, 
the Earth, as the grower. The little mother gave birth to, and the great mother received one back" — 
writes Koba Guruli, the famous Georgian painter, goldsmith and sculptor. This example explains 
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once again to us the fact why men perform the cradle Nanas. In this case, they bid respect not to 
the children but to the mothers as the first growers of life, in other words, the "Nanas in flesh," ex- 
pressing love and respect to them in this manner. If so, the three-part performance of Nanas 1s not 
astonishing any more (Kalandadze-Makharadze, 2009: 134). 

In the course of time the song Naninebi has become quite different from initial Nana in their 
function or contents. In frequent cases their lyrics contains entirely just one word Nanina, and in 
several variants of them there appeared the texts. Often such texts are fragmentary, or the lines do 
not comply to each other in view of the contents. For instance: 

"My killer, my burner, Nanina... 
We first glorify Him, Nanina, 
Who created the heavens and the land, Nanina..." 
Sometimes the folk verses well known for many climes of Georgia, are used as the text: 
"We are the guests of the world, 
We go and others remain here, 
If we do not bring joy to each other, 
What else can we gain forever." 
/E. Takaishvili, Folk Oral Lore 1. 1918 
Written in Kakheti./ 
Or else: 


"I and my nabadi (Caucasian burka) coat, 
We are both the breakers of night, 
I'll lay down, and I'll have sorrow 
For three pretty women." 
/ Folk Verses 1. 
Written in 1870 in Kartli./ 
There occur the literary texts, too. E. g.: 
"They asked the fair rose: in face and in form who made you so lovely? 
Why have you thorns, sweet flower, why is it painful to pluck you?" 

(Extract from Shota Rustaveli's 12" A.D. poem "The Knight in the Panther's Skin" in Venera 
Urushadze's translation) 

Performance of the textual material in Naninas, the consequence of the couplets in them total- 
ly depends on the performer. The Performer can sing the whole song only with the word 'Nanina' 
or, at his/her own wish, attach various texts to it. What about the consequence of couplets, even in 
the same Nanina it differs from performance to performance. 

Out of all the above-mentioned there can be distinguished the first feature of Nanina: there 
must necessarily occur the word 'Nanina' in the song, or sometimes there can be no text at all. If 
the verbal part occurs, it is admissible to join the lines that are not mutually matching in view of 
contents, or to import any other text, which is not regarded as a mistake. 

When performers are going to sing, they hint each other by means of the text as to which Nanina 
is implied (if there is present the textual part in the song). E.g.: Nanina — we are the guests of this 
world, or Nanina — I am and my nabadi (Caucasian burka) coat. To our opinion, it is possible that 
various variants of Nanina could be referred with these words, just as today Akhla gkhedav saqvarelo 
(Now I see you, my love) is not referred to as Nanina any more due to the text that has been suited to it. 
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If such an agreement had not been made in advance, then the very first phrase sung by the mt- 
Ameli points to the choice as to which Nanina must be performed, as each of them has the beginning 
characteristic for it (Example 2). There are the cases when the performer does not even remember 
the text and after the word Nanina he/she just sings "Deli ov deli ov dila da..." and so on. If Nanina 
is textless, then the other voices are mostly improvised. 

In general, the text in Nanina is not assigned a great importance. The initial word, Nanina, 1s 
often sung by the mtkmeli, but when singers agree upon a fixed variant, then all the three voices 
begin simultaneously. Mtkmeli (which 1s the same as the middle voice) determines the consequence 
of the lyrics as well. What about the other two voices, they have more freedom in musical terms 
(Examples 3,4). It is also possible to import "tsvri/i" (finer voicer) into the song, or to incorporate 
a melodic narration into the bass, in general, it is admissible to make all sorts of improvisations, 
which lead us to the logical final characteristic for the Gurian songs (Example 5). 

The Gurians do not perform Nanina always with humming. The manner of performance di- 
rectly depends upon the mood and inclination of the performer and it is possible to occur, for 
instance, an elevated mood instead of lyrical. There can be also altered the text, metric-rhythmic 
picture, melody, bass, the upper voice can be exchanged with ‘tsvrili' (finer voice), etc. This song 
is very much like a living organism. It is always possible that the singers could pass from a simple 
variant to a complex and original one, just according to their mastership and wish. It is like an ex- 
perimental tableau, where an artist suggests us a new blend of colors at each new turn. Nanina is 
song not only by the famous singers, but by anyone who is in the mood for singing, it is the song 
belonging to "all" and it is performed always without an accompaniment of a musical instrument. 

I wish to give a case as an example that is connected with my family. My husband began learn- 
ing of ABC of Gurian songs exactly from Nanina. I will cite the text, too, which he was singing: 

"T am Saba Andghuladze, caught a tiger on my way to home, 
Till I brought it home, I have tied it up at the pasture..." 

Saba is our son, who later called this variant of Nanina his own. This example, too, reveals 
quite well that the text in Nanina has a secondary importance and it can be altered at any time. 

Proceeding from all the above-mentioned, it can be boldly asserted at the song Nanina is a 
living song which undergoes changes up till today, and its improvisational performance depends 
upon the mastership and wish of the performer. 

The number of Naninas is not too large. For us there are known the examples recorded with 
notes by Edisher Garaqanidze, Anzor Erkomaishvili, Levan Veshapidze and Ketevan Bantsadze. 

Nanina is a means to make communications, to get familiar, to test each other's forces. This 
is attested by many narrations widespread in the common folks, that this song helps people to dis- 
charge awkward situations and to make relationships. For instance, when a fiancé has visited one of 
the Gurian families for the first time, the girl's father began to sing Nanina. It is true that the would- 
be bridegroom has followed him hesitatingly, but as he remembered this afterwards: "As soon as I 
heard Nanina, I understood that I was well accepted." 

Thus, the song Nanina appears to be an intermediate form between the cradle Nanas and lyr- 
ical songs of simple type spread in Guria, which also represents a sort of the preparatory stage for 
Gurian complex songs. Due to this fact, we think, the group of songs united under the title "Nanina" 
can be distinguished as a separate unit. 
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Audio examples: 


Song Nanina. Performed by the trio "Khelkhvavi" of Ozurgeti chanting young men. Recorded by Maia 
Gelashvili in Ozurgeti in 2016. 


Song Nanina. Performed by the women's folk ensemble "Nanina". CD, 2008. 


Song Nanina. Performed by the trio "Shalva chemo". Recorded by Maia Gelashvili in Ozurgeti in 2016. 
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doasmann 1. ba3gbyMye~ bobs. gMgdqmowsb: Jb93 dob dgdme@om. Jomay@mo boembyhHo 
b5603d3M Aygbazo. RobgMamos dom3s dd3gmodob dagm masbgmob Msombab bog ge 
gosModo. mdomobo, 2004. a3. 8. 

Example 1. Khevsuretian nana, from the collection: Mzev shin shemodio. kartuli khalkhuri 
sabavshvo musika.Recorded by Shalva Mshvelidze in the villazge of Chiaura, Tianeti district. 
Tbilisi, 2004. p.8. 


dsascmann 2. bobyobo @3M9299968 940 badegms bobobosb bLb63goe@sbb30  39Mos6Sa@ob. 
asdagMmymns dons agmed3gamoab dagm. 

Example 2. Initial fragments of different variants of the song Nanina; transcribed by Maia 
Gelashvili. 


— C= 


Boe - Go - bo 


dsasmmann 3. LodmgMs bobabo. 39d 4ma@0b: II Jomayeo bod~agyme. (390039690: geoodgm 
aoMsysbod9). ygebo, 2004. 93.91. 

Example 3. Song Nanina. Edisher Garaqanidze (Compiler) 99 Georgian Songs 2004. Walls, UK: 
Black Mountain Press p. 91. 
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doasmmann 4. bLodegms bobobo. 36 gd4ym0@0b: dgZgaLbs3g~mMaM JoMayjmoa bo~@mbyMo Lodwegme. 
agqmnma bodmgmgdab bo6m8m 3mgdyemo. mdo~mobo, 2004. 93.101. 

Example 4. Song Nanina. From the collection: Let's Study the Georgien Folk Song. Gurian Song. 
2004 Tbilisi: International Centre for Georgian Folk Song. p. 101. 


ES == 
ce 
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dsgommoan 5. Lodegms bsbobo. gHgd~yemow@sb: 37%yen0 bombay bLodmgM 440. (d980a,969e~0: 
(M9306 39d580d9). mdo~@oabo, 2006. 93.132. 
Example 5. Song Nanina. Levan Veshapidze (Compiler). Gurian Folk Songs. 2006. Tbilisi. p. 132. 
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LD0309 MIBNIEINGI-SNBN6NIEI 
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bINIS3IMNSEN GYMS9, HM3MMAGC AMQNAMLObIBLIO) NIGIGOGNSL 
SMZONIAN IMOGONSbANDEMSNL LOVIdBIAN: 8HMSCIdNbL Vobdo 


21-9 boyg369do gmbo3g4Mo Aybogob Lbgos@obb30 gAgbmdgbob sbo~@mobob emmb d33- 
(93M 60 BoMdsB ydom sgMamnsbydg96 gda34yMH wos g~rn3~4yM do~wamdgadb. AMo3em@mbdoobo bad- 
MgMab 8MoJGHogymo agoder3e@amydn@sb Es MoG3yYMo Aybogob ogybGogob yg g30@0b 
a5dmMde@nbsM), 39b3360, md EM 7330GMb4yMO Bymds (dagM Qd0b momdob msbsdMs@~w- 
SIMMS NEMO 8Mba(30MbNM|d5) 6ES aosbgnbo~MM, GmamH(3 AgbogsmyMGo sbMGmgbgd0b 
99-gMamo ydbad3zbge~mgobgbo 8M0b3080, HMammM(3 gHa-ghon yoaggMbom~mos. 

MZ0b Loe@ab MGHol30M GsdMMddo ,cmGH3y™MHa 3mzZo~myMo GHMHosea300b Bymdab L&oSoab- 
GO349H0 330g3B9: opgygbGHogyMo Cs JgdgZRog9dOMA sbdg4G jd0"! obomasbMes mna8%39e~0 
Jnomdnbogmemmaa MmdgM®Bob dsqmeaba Jaymangob, Md gg30GMb4yMa dImesmyMHo ob- 
AMZbgda0b 330m fhobb mnG3y™MHa 3mzZoemyMHo GHMoe@a3aab daMamse bodydgddo0. mdgdb dem- 
Mab hobgmomo qd3gqgmgbo badydgdob 71% wo 99-20 boygbab dgmmy bobg30Mdo hobgMamo 
bodydgdnb 58% LAMyAI®qMob obsbosmgdb MobsdoMBmdagMa 68 M30emg60, Mmdem 603 
12ZTET dagmommoagol dbasgbai3 yo om omob (Budrys 2016: 37). 

dqMeooabab mobobdoew 93308Mbage sboboomgdb 1930-006, ob9 49-20 boygybob dgmmy 
Bsb930M@do RobgMom bodydgdb (5d wZ56sb369@b, MeEbs3 493MM wnsGmbo3ob dbasgbo).? 
Log0e@obb30 ab&®mmMoyemn 8qMame@ob fhobsbyMgdo0b dagmommMoagoob dya~moM|dsd Wos@obG- 
Ms Ba8mamg bo MmaSH3yMHo LobodeyMm GHMoe@a300b dmeasmyAM sb%bMHmgbgdodo (33~momydgda0b 
dgbob90. 

dabe@s aobgnba~mm 93308mba30, MMaMMH(3 gMa-gMan y3g9mobg seEM| yma dobod~m 
AL®MMay~mo 8Mnb30d0. of WMoobos aogabbgbMm bso~ ByAM\gmm@oabs Es ~mg]396 3gdo8adaob 
AImbLAbAd5_ ,,JoMa ma GHMs@03oy7m0 daghsmbymdob dgbob9d* (B49 qmgemo ws 39gdS80d9 
2015), GmdAg{emdaZ 938GMM]dd5 SsHImMseanbgb JoMa yen dagmMomMoaal MMBeEmosbo 33m g30b 
Lo3gdome@ boob &gMgbm dgw@gajoo. g3mggob 8Mm3gbdo dom dobadbgb, Mmd ,boaosmmodmab 
dagmMomMoaaal mamma boy964Md9 dagmob badommab bodjo~mm aomadmb mgmo do~mosb 
(369994 CS AMYMMeEb|E Jj J—agab odergme@s: 439m Logo~mmdmob Bw (9647 69dy43960) 
bdo gMmbs wo 00939 dagmMomMnado oym, Joyybg@o30@ adabs MMI mgMMI98)039 Loacm@mm- 
dg9m0 L6gse@obb30 yobMob, bdabs ws aobbymdnbos”. dmb9(39d9d%9 WoyMeEbmdam, dagMgd0b 
2M0B0 Sbymos: dgn0@boggbyMosba MmGog0, Lowgbyqmgdb dmrmMab mobodomo dobda~an sby 
wmossbemmgydom 170-175 (39680% (B49 qmge~mo ws 39ds80d9 2015: 288). 330930b dae gage60b 
aom3omabbabydom, 433mg93MJd0 BoMoy~Md]6, Mmd bLoJoMa3xgmmdo gb dagmomMnan aym 
domgeyeno (0439: 289). 

Agbodemme, 9330GMbogab 330m dggbodsdgdmeagb Lb63go@obb30 dqbajzomyAMo &Mo~@0(30- 
ab ab&mmMoay~m dJoamdomamdsh: moG3qM0 byGoMBobgbo y3gqgmobg oMfoye AybogocnyM 
as@dmbsdmse@ omob dohbyye0. 

b9d0 Imdgq 30m, dgaobbgbmm, MHmd bLyGoMmBobgbo sHab maH3yhMo IMogoembdosbo bad- 


"eabgmGargoob MRO(ZO9EMYMA (9/330 Jg~w@ao 2016 BmEmab 3 mJ Hmddgmb 11 boomdy. 


60d smabadbmb, MmMd Wns8mbazo MobsdgeMMg39 Jomo dyMa QmmymmMyAmo YayRxgdab fobobgmgdb 
93m sboboomgdb (Budrys 2016: 31) 
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MIM, MHmdge@0(3 99-20 Loygbab dejyobsbgddo Lagmoe aofMo, MmamH3 Wby3980 ®Mowo- 
(309. by GoM §o0bgbob J60d369em3960 Boban dgndemgds dagohbomam, Mmamm3 Schwebung- 
diaphonie —b dsasmoao.? mHo bdob dog dg4dbaEM0 Bsmn obGMHZ9eEgd0b YIMsg:emgbdo 
bo3y6emgdns.* 

Lodegmob eEMmb Imd~m|gMegdn (3e@a~MMdg6 bdgQd0 ,,gMMs@ CWody3MSb" wo ,JMMoE@ 
SyMoMYAOMb". 9d ,GMMo@ d33Mab" AybagomyMn AsdIMbsGH3Z9 3g9MBogoem~mMo ba3be@gd00. 
Ly SoMBabgbab 30-bemosba sMofGagob eMmb dogb3ge@0, Mmd sMbgdmdb ome JobmMymo 
96 doymMyma ba3ybegd0, Mmamm3 AggymgdMag abgMgQd0 bmr~mdy bm& gd0MmM, oMsdge@ 
wb5@Ms(3 Iyodo* (Raciunaité-Vyciniené 2003: 137). Agbogob ogygbGogob bL8q30scmob sob, 
MaGab sddmMobggohaybmosb gMmo@ fogoGoMgn by GHomBobgbab gbadmog3ybSogyMHo bobo- 
smal mdag4qGyMo sbsemodbo. sddMosb% 30hoybIo woob336o Mmd ,ba3yoeob of3gb gRoMMm ab- 
Hmbs300b Bmbs — 9.0. 39MGHogoemyMo ba3~ybegGd0 Cn gM]b(30M|{d4EMO 9M OMOb Obg, M~- 
am(3 BMMOBMOGHoemyMa gMabdnsbo &yMH(309d0. Aggnmy|dMago0 bLa3ybweo &addqgmaMydyemo 
6sb693906Gmboab 1/78-ob &ee@os” (Ambrazevicius, 2003 : 127). sDdMobg3ohoybab smdmAgboab 
Mosbsbdso, by hoMBobgbob dagmomMaadoa emdaboMgdb dg34yIIGqemn sb638qdaGmbyMHo 38MH0b- 
(3080 (9.0. bd9db dmmob Bomdmdbaemn 068 M39 7d0 Cosbemy|dam Hmmno, Hyddsgm0M- 
dye 8M6b9 9RM~M 306M). 

of abdob gombge: ,MoGmd omdabaMmgob by ®omBobgbdo bo3yoeymo s9Momgmnbdom 
asdmbsSyomn sbsqda®mbyMa 8Mab3n80 Cs sMs CEA.HMbyMa Bmbabo wo bobgZ0mMBmboab 
8063080? MoGmd sMab BoMImboarenn bajZyVbegdn 3mMb3MIHyQemoe@ od ‘OBmdab?" dobodeme, 
sd9b9 aozmmgbob sbegbagh ybado dagmob gbadmogyb&ogyMo Bg76mdgbo. 3309300 a30h39- 
Bs, md bdahse sMowmamgMgb3aM {dy B9M(309d0 BOMIMs@agbb Lbge@obb30 bdob dom- 
NMSO AAEMENYAMH 06H MZ9eb Es bdoH JgIMbZg389dG0 LobyM3aqe~ ,,~Vbgd" dagMob (by3~6@d) 
ddbob. 94am bdob 80MGoaosdo abSmboZaqMa Brbob dgzgn0bMmgd9 Eo aogQoMamyds Lbge bdodo 
HIM(300b O6Hmbs300b 95 Wodmzoe@gdyemo. DJoaMed od Abogab 6m& dO9 ao~sd&obdo ob 
AddaQMo, MMAMM3Z 308 9Ms Od COGN HIM 309d0b Wodmja~@gdgemo 26H M300 (LLIM 12) 
(doa. 1). 

myd(30, 99 dg30dhb09, Mmd B[0m@mgg4yCm0 AMIE Msn dabo dg~mmeoab dabMympdobob 
(wo 03039 IMd~gmMema dgemmenab Lbgo@obb30 seam) gMabs ws ad039 &yM300b bb- 
B50dL635bsnMsE@ Nb&MbaM|db. Agdo (/5330H39d960 9RNdbgd0 0d s~@odoosbab 3mdqbGoMm db, 
MMIAMI3 BodoQMo QBmMbmaMogoab wb 39609 hobgMamo bLyGoMBobgbo: 380390 Imdeg- 
Momo sbMymgdb mogab 80MGoob boe~m d9dmemdo" (SIS 685a); "bLodmgmab emmb ‘body3060’ 
sbegbb bob 89GoMs GyM300b, bob Cea~wn HM 300b 3ndGaMQd9b (SIS 744) (doa. 2); ,,comb- 
Boms@ Dmdodo Bo CEngZb 09E|MH]{d5 BmMBoM|d-4YyMb] 4HMM ~Codmo* (SIS 745). 

Loomagm Robobymgdab dmbdgbobob da30dAhbog aobbb303960 by GoM G0b69b boemm wo 
RAIBYO dgbMymadob dmmob (Agemeongd0b Babs asddagMs3 960 g380bmenMs@ 04(3930- 
696 yqnMommagdsb 90 aobbb93039395b), Jsasmomoe, b70% 8069 “Ci vaziuoki svaciute” (SIS 
983): MMe gbs3 @wab3by JobmErme gan IMIM|_mMemns hobgMam~mo, ob bob EMr Eng bb ob- 
Aymgdb. b56 — emb.; Mmegbs3 y3gqms gHmsO IEgMab, 07 47RMHM aodm33gqgmomne (doa. 
3). 306090 dgodemgds ogodfmb, Md dagmob y3qmo d9dm bbgbgdemo 9693-~mob930 oMab 
oMs dg9dmMb3930M0, oMsd9@ Imd~egMemgdob (3 06 4 ) domabbdggob dgm@ga0, Moms ~omb- 


3 a9 8060 Schwebungdiaphonie (‘PasM&y8ob weosgmbas’ 06 767do WosQmbas HMAMH(3_ BM3b673_ Ymg@gMISOMo 
WBmMe gdb) gobo bow 3~76ab 80-006 Bergddo 80M3gms@O YQMoME B~mmMnsb Agb6gHds aodmoygbs (Messner 
2013). 

* beg G05 GO8gbaL — 0340 Schwebungdiaphonie -\y dgbs696 obom gm: Racitinaité-Vyciniené 2002a; Raciunaite- 
Vyciniené 2002b, Ambrazevicius 2005; Ambrazevicius & Wisniewska 2009; Ambrazevicius 2014-2016, etc. 


bymdagmasba Bymds, MHmMamM(3 AMEAMMe@dsbs3gmMg|M ox 3d Ho Goob 
BMgoemajHa AMogombdosbmdab boyand3ggema: 8Mmde~mgdab wobdo 4] 


dj6E696, HMd dom BsMIMEnyEMn 3o3doM0 34gm (LyGHoMGHo) Co ,7OMdsbgnb yorsbbId9096" 
(b-47@9% 90). dbad3gbg~mmgebns, Mmd bdgdab dgbymdab J3@gmmdsb bLodegmab 86m3g9bdo 
of3b o@aamn. bdg7d0b n~@g9EmyMHn YEUMseamdab dobomgdse@ bdomMs@ 04969496 amobobeomb 
(LodoMmgdabsd90m, bobyobo dgemmeanmoa ab&ygM30mab 5935M0M9500) (doa. 4). 

306090 dgndmgds agomoyjeomb, Mmd byGoMmG06gb IMogo~@mbdosbo Anbo3o sabsMyc~om- 
dsb? 9R3dbgd9. Lbgo bo&y39d0m (ma B3qcmo BMIBMBAGMMabL MadgZbGob oobgmooybgobob 
mobsbdse), ob 99 qd69d9 mo bygd7gbGob yroqgmse@mdob 8mmsHycmdsb (Janeliauskas, 
2001). sMbydoams@, y3gms b785%G0697 soMys0@56 (ARGeEo~M|M Mygaombo, bows by 
(3968069 RsobgMgb) sagdy_emos 39M GogZo~myMo ba3Vybegdob 066 9H39eEdo MMHo 9M%(30- 
ab MMembosb dgmobbdgd0%9 (bimodal matching of two thirds). ®49M309d0b mmo dodmmMooab 
(BIG Q0Qd0bL dodmMHen 56 BModmMeon) asesdds gsbo8oGmagob soMomgmyMo ba34y6egd0b 
djcodag yogmocmdsb. 

Amam*3 (30mMdamoe, dsoMgoob b7hoM§067b 9.6. yboygamab" o68mbs(30960M boboom- 
09d. daybje@30@ sdobo, 9d ab&mbo3ngda0b LGodomyHmds, bma dgdmb3q30dG0, dmA3969d0- 
Mas. dafmMegoob (&Mo4mMeo dob) Y39MS YEogMseomds 9H odEgMydo LoodnmyMo dobymam 
— gb dgg0dhba9, Mmegbs3 byGoMmG0bgb mgammMb Z:9bHymgde@0. bman dsagmho b&odo- 
mMs~@ ad~mgMgds, 9.0. dagmob og¢gmb ghabse @o 09039 bodommy9tg Ingma bod@gmab 
asbdo3gemmdsdo, bream Lb639d0 bo3mgd0e@ L&osdamMyMns Ed YRMAM MogabyRmoe@ 0d~MgIM90. 
A9d0 (5330M3960M, 939mg L&osdo~myMa oMob mmo dagmo (ob 39MBo30myAMa by3%6- 
CyMHo 068 9HZ0eE0) MMO bdab Jgq9Mmgd0b dys Bobo. gb sMab bosoMabs0Mmgab Immob 
jhoamdmomdnb (3968M0. Jsasmomse@, by 80M §069b "Skumboj', sauniai joj" dagmomMoado 
Lo dgdmenn-cem-M9-da, sbgma dagmMgdno EM ws M9 (doa. 5). SdagZoMs@ (390HMomyAMo da9- 
MommMogol dagMJd0, MmammM3 L6go@obb3o0 dogbn®ymMo Imemybo, yagmobg 3mbSMobGyomo 
Md, SdSZOMMYAMdO, 44399 Jad bo@Zg9mMa", SGMaNsbgd96 BM304~ dadmMegdb 9mm 
Jamosbmdsdo, 64) ba3~ybagdob BoMdmbasdo. EM Ed MJ shMymgd96 HrbsemyMo boyMe)- 
bob Qnb43nob Go, sdazgoMo@, dsagmMommMogoab doMingb Jdbosb. H. sddMsbg30haybob dogm 
BoGsHgdy7emdo LooMJogm PobsbaM dob 3309399 aoodyoMs Bgdo gd8AMONEMO |A5dm(3~@0~gd9.° 
SDdMobg3a0haybo sddmdb, Hod HnboemyMa LOM yAIGymMo gbodmojzqhGoj3yM (sb oMs bxyQ3- 
MO d-nbo go) Imagem bob ga3ydb9d0 wo dgwagds Imgema Hmbob 12ZET-%9 meEbos3 6o3- 
Mgd0, CsSbEMM dM, MobsdMs@ OsSdIMM dN LoygbyMad0basb. b7G5%G069b (mamJdob) 
MobsdMs@ WsdmMJdyYmo daghomMoaggdbs Es d7ZbMdgE~Mn dagMomMaagdoob boa _byMygdb dm- 
Gab ds6do~ma bsdyoomme 170-180 (356Gb dJgow@agbb. 

myd(30, figda sdfMam, gh dgndm@mgde o3gbbbom oms dbmmme MmamMme3 gbodmo 3b- 
Gog9yHo Iegemgbo. 3aR04fmd, gh yzo0gdoMegds yd3qmgbo bobmasemgdab woxysmmoabGym 
dNGqdob Cs sMab xsmobSynmMo dbmyamdbjeo3zqmmdnb dg~gao. yd3g9emgbo Lodmas~@my|dab 
gb exmomabGymo LAMyI®yMo byGoM§o0b7b Aynbogodayy o@bggb, bo~ws(3 mMMo Lb3go@obb30 
gommMma LAMA 84qMo (mmo daqmMen ob dadmMen wos 804m coo) — bodsnMab3s0Mm dnbo- 
Mymo gmgdgoG J00 QAMmdsbymby oMnsb Joddyema Es BoMImMbay~ gHamdmomdsb Jdboob. 

amgocmy™ b7850%G067d0 Agdo yyMsomgds aobbo3ymMygd0m dond(309 byMdagMosbdo 
(9m Boboedo doJmMGen, IgmM\do — GModmMHen) (339b0) 93308mb0346I5 30cmmgddo. 


> moonnbeytin binarus: MHdb6HagZ0, MHa Bsba~moabasb dgdeasmho, MmMdAgma(3 gyMebmds MMO bobo~moab (6930b) 
AjwmoM db, I63M03b 06 CGodaMabsoMgdob (Kvietkauskas 1985: 69). 


Sgsgomnnse, b480% 806900 "Trys tris keturios brolaliu kletys" (SIS 364a) boobs @o em wngbab o6Gmbos- 
(30900 4QMM Hogabygomns, sddMobg30haq\bob mJdom, 30eEM] Mme wo bo (Lb30 dagmMgeab ab&mbs(309d0 
30093 JRMOr aobb6oeo). gb badbsgb, M~mMd ms Ces bo HmboemyMHo LboyMegbab Bxyb4(309b sbhMymgd96 wo 
Jdbosb dagmommMoaab doMms3b (Ambrazevicius 2004: 137). 
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daMysob Mgaombab by GoM §abgdo y3g9mobg aogM(3ge~mgdyemoo bym-dagmMosbo dagmommMo- 
ao. gb dagmMommMngo aosdmboGo3gb qHongMango3zdamb bagyboyma o6& M30mom Cobyjdy~m 
MOH AZdmMdqE, ,ImMeEQbbL” (MH dnbsMy~ 8meEybb) ImGob. 9Ma ,Imeygbob“ dsofmMen 
(96309) Amam™m3 fhobb, afdbgd0 dgmMy ,dmeanybab" daMhamee@o daghom Mmdgema3 dob 
dagmo dagmomMoaaal (3968Mo@, aowog3qmob mgaMmdos@ o4(393b (doa. 6). 

89MsmMgmMSeo: Yd3ggmybo Robgemadob gbhag&ojgo (5 dsagMo aobobam|ds Mmamh(3 
obobs es asbab, bodyommb babsomde~@gamdmago do~@mgdab JMameos’); JrobSoobymo x30m0, 
AmMamMGHyz bodysGmb gMansberdo (396 G0j39em0 E5 BMMOBMEBseo, (39 Cd CEg@sSdnbs) J9ea,9- 
d5 Manbo dJ&mbaeb, ,R3gMab (3g968Mobaob", Loddmembasb wo bb3. Ibaogbo bomdmeagbo 
dg0dAbg3Z9 ‘OBMangMoa bo(399330M by GoM Gabgda: mba IMAM|Moema BMgAdo ImdMomeb, 9Mao 
bjmam gMadobgab Bmab (3968 Mob 396 Joxyynamygd96 (9b JdMybo3Z0 XBMOb, 0d539 LgobGogob 
Loddmems). 93 doGomse s@aamdy (Lo@s3 y3gms Imd~mgmeoab bgm~mgd0 ayMab omo3b) dog- 
cma Lymagmoa gbgmanse jmb(3g68MoMe@ goo. 

(36mdo~mo, Med Qd39~@mgb EMMda fabgema Qa~mmMbmgmbyd0 6b" ~s ,os6b" aygbgde- 
696 dybgd0dn dod~nbsMy] (33mamy|dgdaob sbobbOgmoe@. LodyoMmdn y3qmogg9Ma CS Yy3gm@m~s 
Imagem bs mM boedaMabsoMm sb3g4qGb Ima303b, MHmdemgdai3 gMaeCMmymsea w«MongMo- 
CSdM3NOJdYMa’399 Ed DAQMdgZbgd9E0(3. gb LosaMabsaMm 8Mnb(30389d0 FMadsSbgab o3bgdb 
Md Agnd~™Mgd9 gMadobymob Lobobsomd~@gam3 aymb. gb 3m6(399 (309 do~mosb sbemmbos bey- 
(357 3069bL AnbazomyM LAMyIG®qMobmsb, Amdgema3 sagodyemos Bomdmboolb (L-485600eb), 
Amam™H3 dsabdoMyAm gmgdgbH db drMab, yoRmoadGabs wo y.HongMagogdoMab aoagds- 
9. 9dazZ0Ms@, Dg 39R04MMd, Mrd maMb 9d LHMyAI®yMobs wo bo3Mo309h IMo3gombdosb 
Inbogob dmmab go3gdoMab 330930, qsoMZgemgboe@, (303M0 byMab Yb (30nbs Logmo3agmMo 
Igbogoab &Moe@n300do. 

dabeEs ynMsOM|ds DogodyMM 3BmyzomyM by hom §0b7b; ‘bmangMan domasbo 033MJd0 
(308 Mob MmnG3y™MH bsaMbobgmdo0bg - bymbadosb 370630mgb-9, MH Wo~@ng§ab-b5 — ,aMdge~ 
bob boy30%B9" (Q3mMogh mGHo Anbogmbo: dofrmMeEn 97MM bdsdo Es BMoJmMed IgmMHQ bdo- 
do) 56 5 ,dGogs~mmgMosb b830%b9" L3y7eonhoso 3647 ,860b Be~mg0G0bq” (qMmbd}_ q3Mo3b 
2 dynbo3mbo, d9mMjbgq — bosdo)®. Agda ab gMgbab mdagd4Go, 9b939, sMab IMogoe@mbdoobo 
393M b0(30960,? GMIE|d03 LHYmeo gd. 5 Msog0009 (,,b54306b9") ws SL z7eOnhos0 dy}. '° 
HMosea30ym0 Mogod 4-5 boeygaMoabasb dgwagds, bmemm bL3yeoyhooob 3md38m9480 — 5 
(6-7) Lom@modnobaob.'' q6e@s smabodbmb, md (30@Mo 5 oMoab ~wmdInbsbso (5 dagmMo 36 5 
Loygomo (bomosdyMa). AggyemgdGH03, 5 Agbogmbo q3Msgb 5 bsoyg0Mb9."2 DoaMod dsemoob 
bdoMse@, bymn~@sb 9Mam boygnMo asdmb gdb oMs JHa, SsHddj9E MH dagMob (gm domasbo 
350Sd9H30M), 5da30M5@, IMg|m0 dagMsmMogo oMob oMs 5, 9M399@ 6 daqMo! (dog.7). 


nda geagl eMmda, (3093M0 5 ay Dodo (30b (=3) wo CIES wy~@sdobob (=2) Loog@damm jogdamab boddmem. 
546. LLIM 10-29, 31-34, 36, 40, 41. 

"amangton Hog00 ds L3y@ovyhooo sHob MaG®dyew gQmMdymy|dnob (5-6) gemob GMb ocagdqem bLyGomBobgb- 
db Ed303dOM {demo KdobE@sE LogMogagMa IMogombdosbds, JzogamM bMg, LabgmdaMgd4yem0 Mado, Mb 8abo- 
HAM BmMHds, L639d0 dbmemme ,ggddomaGo” Ly GoMmGobgb Mammos 


10 ,mB3mba(30930 5 bzeycoBosoborgob: LLIM 56, 57, 60-62, 65, 78, 79, 81, 86, 89, 96, 97. 


MT eng ents SDdMobg3Z0haybo smbadbo3b, Lyyonhooab es Mogookb bymdgdo sdyms3g6gdb dbaogbydob byGom- 
(3069b AgbogomyAM Bymdsbaosb. gb Bymdgd0 ,bodmas@me oM ofab sagdymn mobsdomMo &9d389M0968 0b 
dLasgh weos8mboj0%9” (sdSMoBQ30R abo 2005: 20). 


12 smB3mba(30930 5 Gogooborgob:| 97, 106, 108, 112, 113, 114. 


Te es LLIM 98, 100-104, 107, 109-111, 115-117, 119, 121. Bmaggm mobo Aybazgmbo qZIMo3@o Mab Mogo00d]J 
(boygo%b9), sbgm dgdmb3939d0 g9Man LoygoMa asdmb3gdb 2 dagMmob (a9@od9%30m) S9a30M9@, da3g0~mgdm 5 


bymdagMasba Bymds, MrMaMMH(3 AMEaMMesbs3gmMg]M ox 3d HoGoob 
BMgoemayjHa AMogombdosbmdab boynd3ggema: 8Mmde~mgdab wobdo 423 


3 dagmob (5 bog3o@ob) Dbadzbgmmods seEobGymgob byGomBoby7b GoqbGob (LLIM: 
324) RBMoAdVOGHL, MMAQa’Z aogh gMa mnH3yM HMoea3ayjm aodm3obob: ,do4 960 dabeo- 
m@do* ,byoo dagemo ydqob“" (,bymo dagen” smbodbs3b 5 Agbsy30%9Q Aybo gmbh). 

dond3bg~mmgebone, Md Jobgamgbb, Hmdgmbq(3 by GoM G0bgbo0 LHymeojdme@s, d98)9- 
Loe, 5 bodo 34mbeos (Lobsde3o0e@ do Jobgagbb dgadmgds 84mbe@gb manboa, gq43bo o6 dgne@o 
Lodo, myd(30 domn Momegbmds dj~@osM ]d0Mm (3099). MmamM3 (3omdam~mos Aybogmbygdo0 
gobgag bb 3530696 smambdg 06 dbob fobgmoabob, gnbsa@sb dsbgmabs wo bomamoab 
Bobs 33m dob EMM LogMomyMse@ aMgmgdmMe@0." — beymbodonsbo jzo63emgbo Bas3gb bbge 9%- 
goob d3qm@m badgdneb, aobbogymmMydom (30 8oMab meobob bo3M39db, MmamMa3o 6968 dab 
boMb-onbo w~s debbgdob bo6a jz4emGHo8d0 — gb sMab ,dqbogomymo 96 AMIM|mMoe~mn bg", 
»CDIMOOL LoygoMgemo bymbadnsbo 69", ,edgmaab badegmob bdo". Mme@gbs(3 0d obL&My- 
d968 09 30396, byoa bodo byw Lbgo@obb30 bdob daqgmob aodmb3gdb (9.0. mangdan 
dg6gd0bob badgdb om 4000 309096"). 09 obb&My7dg76Gb (omemolb 65(33@s@) 93%530696 do- 
dobgd0, 96939, Iqbogmbygdo wo gdodgdn. od obLH|MyAIZHGHab yrugmo Cwobosbgemg|do obobo3b 
dabo 80M3g9moe@0 bLobymagMm gBy7bA(300b bLomaGyomm Eo. AgGhoQmMym J3qG ALG gob 
(ecranos 2011; Tunmnyc 1988, wes bbg). 9b 06b 8M 799660, 29% 339yem@, Jaogh Q06yH% wo 
goMgcmayM bymbodosb 370689 gb, AMAgmbe 3 300bgdmnbgbgd0, gQabyMa g738mMbab adoMgd0, 
439396. RabyMa bymboadosbo (30G®Ms by dgddbomos dowseb dagm, Mmdgemai3 9d obb&My- 
IJEGOL CE533MOM (3EAM~MMdES asghabs 26-Lo ws SMg@ANbS BmbdoyMo EgbMoao. (,4d39e@gb 
eMmdo bsedysMmmb doMmoge@o yobadeb do. gb aym gJomadbemgdabs os CEa~@d Mome@Egbmdom 
o6-fob eoaMmggdoob 3m6396GMo300b CHM, MI(3 bab WBymde@o JoMi33e~ dob. wo boob 
Moddbagq{dob. o4g~@o0b aobdmd~nbsMg, do ~od dgaddbo beyyMboadasba (3aG®omMa by Moms asghobs 
056-fo ed aogdmagMgdnbos baim36emob 38M b0(309").!° 

DBIIMsmbadby~mn~@sb aodmdenbsMy9, Jgadmgd9 amgob, Mmd byma dagmob Moan 
(Lob& de, AMIgma(3 Imago3gb 3mgomyM eo bogMo3aqM A-nbo gob), dgbodemme, sb30Me@9- 
dmeogb bsMbymoab dbmamdbje3zgmmdsbaosb — dogsmamoe, yd3gqmgb bxdgmMo300b bob&J- 
dobmeb, bow@o(3 s@odosbob bgemo, 96%) bgemobayyma byma mamam, aym dbod3bgemg30bo 
jem9d 9680 aob’mdgobagoab. od dodg bam, dgbodemme, goMB3g4yCmo 3o3doOMo (393eg4y~M bdome 
ImMab (dagGoms bMMdsGHaxyemo Gogo) oH ayr abgna dbadgbgemgsbo, Mmam%3 bdoms 
Mom@gj6mds, ygMdMeE bymo. MG yMa byGoMmG0bgb IgdbMymgdemgdo, bL3yeonhooob wo 
bob LoygaMgdab wod33Mgm@mgd0, dsagMomse Mobdnde@g3:Mmdsb ym3gm xQMbg Me@bs3 aobbb- 
B53909™MsO obymd@byb6, Meme Jag~ma ,bdoms LHymyme@nmn dgxXobgd0" wWo33Mob eEMmb, 
dodbodosmaymoe qbgdo dagmab dabomgdoe@. gb y3gqmoagmo agoh3g690b, md boddg agoq3b 


Lo30@obbgo dagmeb. doascmomeg, "Ridikas" [bob daogomo 939b30] (LLIM 95). 


MA gabob Bomoayemabo gobdoMBogb, Mmd Gowy8meogoeMob Msambdo dsdo30(39d0 LoygaMg|db 739300696; L&obob- 
Mmmgob gobmMabo (~@od. 1853) 9Ma-gMan y39mob}_ (36mMdn~@o Agbsy30%J oym (LLIM:345). 


> nBmaeqbogmeoman AMIQM@dL sdobsg0haybo obbg6gdb 1929 Bgmb sdgMagedo gdoamomgdyema (36md0- 


mo MaSHh3gqemo Agbogmbob ayqmbsb yomggohoybob LOoGoob ,j,o6bjemgbo Jammemanesdo. figg60 Jg3gy6obo 
@d DJbMdeEngdob myagbw@gd0 ws BMMyemmmMo” (m8 3~M0 yqMboemo 300Mob, 1937) ws bodb ab30db dob 
SJGqoemmedosb., LoyVdsMmdb Mo MH ZyVMo, MoHZoqMo, gRobyMHo, Myabymo QmMygmmmMob dg~@sMgd0M 33- 
MmgZobo Ed sbhHagyqM dgMdby~m Jommmmansdy, s3HMMb aodmoe,gb woby36gd0 bLogmam Bomdmdogmmdobs 
OS dom PGoabsoMyemo bs~@mbydob bodgdnsbo bLogMogab 706;0rgb wobodbymMgd9b9 (o896o30Boxybo, 2011:275). 
yomg3zohoaxbob mobsbdow 8oM39m0 jobzengh dgofdbs dgcmoabasb es dobo dgq4dbo wojogdamgdoyjemo ayo bys 
m6. bo3M53°09 g3mboab ad0MJd0 7 3M53~E696. LoJdnsbmdo agoambgdab o68a3qMo LodgMmdbgmob damomemannm 
adoMmgob MMM mbbs ws BgMAGLL, MmIm|d0(3, 0b939, Ladgdnsb6 bo3M9396%9 qQ{Ms3~@bgb6. o38mMab obMom, 
323d0MA dsMBoyMHo QmmygemmMoab ImBoaggdbo wo sbHo34yM dsgMdbyem dammemansb dmmMab dgndemgedo aob- 


ZOMSMISNMOYM BHrgAswo@s@ amMmdsemyM BqmByModo oMbgdyemoa Ibaosghgdgdob godm (0439). 
108 3oBg63m, 1990:56. 
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domosb d3qcm (Sa 9MoMM0Aasd~oI~) AgbogomynMm sobMmg3zbgdobmob, Mmdgmdayy qMangMo- 
MSIMZn@JdyEn dagMId0 ybads~@ss sbymdom~mna, Lb3Zo bo&y39d0mM MHmMd 343M, ,M3Z9Cm00" 
(s6 »g7j™oo0r"). 

3absa@eb by Som Bobgbo (AMs30cbdosbo AIgbo3ab smgoxymo bLob& de) (30mdam~mn0, M~- 
amm3 wd3gmgbo 3qmSyqmob (39 gdmbogd0b95 Co HoGyoomgdoob) asbyyma3gcma bobomo, 
LogoMoye@ms, md dom bo3Momyhn dbod3bgemmeds 9830MMem. Jadohbos, md obymo Godsab 
Iqgbogoab 33930 dabo oMbygdmoab gmbGaJbGab (m30M3g gem bow, yd3gegbo babsdmabSoob4- 
CM, d9EMBHaynMa AbmAmdbjo39~@mdab aom3omobbobgdob goMyd9, 0% oJbgd0 bo3doMoabo.'” 
bbyb9d4em0 (30QM0 5, MMIAQMA’Z WogogdaMyZdyemns dagmMgdo0b (s6 Lo~modymadob, boy30%9- 
dob, bodgdob) 99M 3394eE~ Momegbmdsbmsb, OMIM) asdImMa3obs@ MAQds. MmnGsgemgdo0b 
(SsemBoge@mgdob) AbmaAmdbjw@39e~medsdo gb 303M0 9b939 JbodZbg9e~mg5b09, GmMamMH(3 (30- 
RMIb0 2, 3, 9 (Gmd~m|60(3 bJaMo@os bsbby69d0 LodImg|MHagdnbo Es ImabMmdgdob Gy JLge- 
do). @o donb3, dabo dbod3gbgemmedo, Mmdge@ma’3Z OM SHOAL YoOMYyMen~@o dMho3goe~mbdosbo dyba3ob 
agMsMJosdo, s@osdosbb sadymydb gdomb Logs bobab qmongmameds (Q06byM-yoamye~ bod- 
yoMmboeb 06 smdmbo3mymmsb; omagmmbgem doboyydMas bosbmmg39b9 byGomG06gb Igbo- 
gobs @o smdmbogmyAM dAybogomynM gba gGogob dmmob). Amam™3 Robb, I33mg3Mgdd0 
sbemobsb wonby gb od mgdab dobbo3gms, M3 sbo~@mn a5dmMb39300 IJMIs30e~0_ bodg(360g9M—m 


samgggoobmgob. 


asMadbs dsMn 35 bs~sMy0d30c~d5 


9dM930984Mgd0 


LLIM, maS3qmo sdM93008 4M o@bodbogb: S. Paliulis, M9@., Lietuviy Liaudies Instrumentiné Muzi- 
ka (em0§379M0 bsombymo b535309M0 d-nbo3z0), Vilnius, 1959. 


SIS maS3gyMho sdM9309G4yMo ombodbogb: Z. Slavitinas, m9@., Sutartines: Daugiabalsés Lietuviy Li- 
audies Dainos (byGoMm8obgbo: 0834960 8memogmbayMo bLodmgGo), 4903. 1, 2, Vilnius, 1958, 
@os aod. 3, Vilnius, 1959. 


eenaentc3 My eoaaoab A33e~mg30Ma anbGoMob dgMgbog3o0hoybo ombodbogb, byoMmgdn~@sb 3039dm, Md ,d93- 
Ha bagmoa LbogMomyAMoe@ oym dohbgymno, doaMed bogym Sn bagab oH BomMdmowagbms. bogMomyMmds bom- 
Imdmdb soGog3a0b(39dob wo oMs aobewenw@gdob eo of dab BE3Z0Mb bogmMomyAM eo bogMe bo3gMH(399db drmob. 
dybgd0b bogMomyMmdob 03039 dgdImb393960 aodmacmabes obemggMmdym Maaombgddo, bmeEmm dgMdbxy- 
(M0, B9MAYH ob aFhomoyqmhoa Mygaombgdb I33emg3gMQd0 HoMdmos~wagbg6, MmammM3 LogymoHoa dybgdMng0 
g26mMbgd0m oMbgdqem (3939 MgaaMbgdb, bo~wo(3 LogMomayMoa bagmgd0 96 Jdg~gdgd0 SybgAd0d0 LHAmeo 89, 
d53M50 dom qdmg3bosb oMs SybAZdob, sMsdg@ M3mMIgd9db” (SgMgLEg30RAN{LO 2005:92). 
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DAIVA RACIUNATE-VYCINIENE 
(LITHUANIA) 


THE SCALE OF FIVE SOUNDS AS THE BASIS OF VOCAL POLYPHONY IN 
NORTHEASTERN AUKSTAITIJA: INTRODUCTION TO THE PROBLEM 


Analyzing the various phenomena of ethnic (and polyphonic) music, a growing number of the 
twenty-first century researchers combine successfully both emic and etic approaches. Referring to 
my practical experience in polyphonic singing and new research of Lithuanian musical acoustics, I 
would like to conclude that a (quasi)equitonic scale (approximately equally spaced positioning of 
sounds) is to be treated as one of the most important principles of musical thinking, as one of the 
universals. 

Young Lithuanian musicologist Robertas Budrys pointed out in his new research (his 
dissertation on "Statistical study on scales of Lithuanian vocal tradition: acoustical and cognitive 
aspects" ') that the traces of equitonic modal thinking were found in all the samples of the primary 
Lithuanian vocal tradition. The scales in 71% of the oldest interwar recordings and in 58% of the 
recordings from the second half of the 20" century had structures of approximately evenly sized 
intervals, not even roughly similar to the 12TET scales (Budrys 2016: 37). Then, according to R. 
Budrys, equitonics is found to be typical for the samples both from the 1930s and the second half of 
the 20" century (with slightly more diatonic-like examples in the latter sample).”? The comparison of 
the scales found in recordings from different historical periods confirmed the hypothesis regarding 
changes in modal thinking in Lithuanian vocal tradition. 

I would like to view equitonics as one of the earliest possible historical principles. Here it 
is worth calling to mind the papers of Zaal Tseretel1 and Levan Veshapidze "On the Georgian 
traditional scale" (Tsereteli & Veshapidze 2015), in which the speakers presented rather interesting 
results of the two-year research on Georgian scale. Conducting their research, they noticed that "a 
count of the average medium of the sound height of each scale step of the given hymns yielded 
very strange and unexpected results: the top voice (1.e., the lead part) of every hymn occurred in 
the same scale, in spite of the fact that all eleven hymns are of different genres, voices and moods." 
Relying on the data, the sound "scale is as follows: a seven-degree octave, the distance between 
the degrees being equal, i.e. approximately 170-175 cents" (Tsereteli1 & Veshapidze 2015: 288). 
Taking the findings of the research into consideration, the researchers presumed that this sound 
scale (equidistant) was common in all Georgia. (Ibid: 289). 

It is possible that the traces of equitonics correlate well with a historical position of different 
music traditions: Lithuanian sutartinés are considered as belonging to the most archaic musical 
relics. 

Let me remind you that sutartinés are Lithuanian polyphonic songs which vanished as an 
unbroken tradition in rural areas in the middle of the 20th century. A significant part of sutartinés 


The official defence of the dissertation was hold at 11 a.m. on 3 October, 2016. 


“It can be noted that diatonics is more typical for the sample of contemporary recordings of urban folklore groups. 
(Budrys 2016: 31) 
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can be considered as examples of Schwebungsdiaphonie.’ Majority of their intervals formed by the 
two voices part are seconds.* 

When singing, the singers try to make their voices "hit together" (sumuSti) and "clank 
together" (sudauzti) really well. A musical expression of this "hitting together" turns out to be 
vertical seconds. During my thirty years of singing sutartinés I have come to realize that there are 
no minor or major seconds, as usually written down in notes, but actually, all are "somewhere in 
between" — that is, "in-betweeners" (Raciunaité- Vyciniene 2003: 137). My collaboration with music 
acoustic specialist, Rytis Ambrazevicius, made it possible to analyze objectively the psychoacoustic 
characteristics of sutartinés. R. Ambrazevicius came to the conclusion that the "intonation zone 
of the second is wide — approximately from a half-tone to a tone and a half (minor third) and 
it is homogenetic — i.e. the vertical seconds are not differentiated, just as the horizontal single- 
part thirds. An average second is equal to 1/78 of a tempered half-tone" (Ambrazevicius 2003: 
127). According to Ambrazevicius's findings, the constricted anhemitonic principle dominates in 
the scales of sutartinés (1.e., the intervals formed between the voices are all about the same, more 
narrow than the tempered tone). 

The question arises, "Why does the anhemitonic principle, and not the diatonic tone and 
half-tone contrast principle, dominate sutartinés’ harmony which is marked by parallelism of the 
seconds? Why are harmony seconds of that particular size?" It may be affected by the psychoacoustic 
phenomenon of roughness of the sound. According to the research, in many cases non-differentiated 
thirds are primary melodic intervals of different voice parts, and their "connectivness" gives the 
desired "roughness" (second). Narrowness or wideness of the intonation zone in the one-voice 
part depends on the third's intonation by the other voice. But the current analyst (transcriber) of 
this music writes it down as an independent interval—minor or major thirds, e.g., sutartiné "Pempeé 
kuoduota" (LLIM 12) (ex. 1.) I have, therefore, noticed that when singing their melodies, separate 
singers (and the same singer in different places of one melody) intone the same third differently. 
My observations correspond to the comments made by the transcribers of sutartinés which were 
recorded on phonograph discs: "the first singer sings her part in G flat" (SIS 685a); "while singing, 
the 'leader' variates the thirds—sometimes the minor, sometimes the major third" (SIS 744) (ex 2); 
"in the fourth measure, F' sharp is sung a bit lower than what is noted" (SIS 745). 

By listening to archival audio recordings, I noticed the differences between solo singing and 
group singing of sutartinés (the previous transcribers of the melodies episodically have also drawn 
their attention to these differences), for example, sutartiné "Ci vazZiuoki, svaciute" (SIS 983a): when 
only one singer is recorded on the disc, she sometimes sings C sharp, sometimes C; when all are 
singing together, the C is more pronounced (ex. 3). One can maintain that all the above-mentioned 


The term Schwebungsdiaphonie (‘beat diaphony' or Roughness Diaphony by Franz Fodermayr suggest) was first 
introduced by Gerald Florian Messner in the eighties to describe a polyphonic structure that he investigated in the 
village of Bistritsa near Sofia in Bulgaria. As Messner explains, "I added the German term Schwebung to indicate the 
intentional use of the acoustical feature of "Interference" or "beat". This was done to identify the frequent occurrence 
of a peculiar [by Western standards] "roughness" in the "narrow harmonies" in the songs of the Bistritsa singers. In 
psychoacoustic terms this can be described as an interval of "maximal roughness" between 80 and 165 Cent, cor- 
responding to 15-30 Hz.". (Messner 2008: 322) In his latest book, Messner uses the term J/nterferential Diaphony 
(Messner 2013). 


* About sutartinés as a Lithuanian type of Schwebungsdiaphonie see: Racitinaité-Vyciniené 2002a; Raciunaite- 
Vyéiniene 2002b, Ambrazevicius 2005; Ambrazevicius & Wisniewska 2009; Ambrazevicius 2014-2016, etc. 


The Scale of Five Sounds as the Basis of Vocal Polyphony in 
Northeastern AukStaitija: Introduction to the Problem 427 


raising or lowering of the pitches are not accidental, but rather are formed by the effort of the 
singers (3-4) to make sure they "get along" (sutarti) and "agree together" (sudereti). It is important 
that the attempt to get along or to make the voices agree together happen while sutartinés are being 
sung. In the attempt to get the ideal sounding of the voices, a glissando is often used (expanding the 
initial melodic interval until it works), for example, in sutartiné "Aviza praSé" (ex. 4). 

One can suggest that the organization of the polyphonic music of sutartinés 1s based on 
binarics.° In other words (according to Lithuanian composer Rimantas Janeliauskas), it is based 
on the polarity of the sound of two segments (Janeliauskas, 2001). Essentially, all of sutartinés from 
Birzai (the northern area where sutartinés were recorded) are based on the bimodal matching of 
two thirds (or a bichord in one part and a trichord in another) in a vertical seconds interval. The 
interlocking of two bichords of thirds (or bichord and trichord of thirds) determines the constant 
sounding of parallel seconds. 

As it is known, one of the characteristic features of sutartinés in Birzai region 1s so-called 
"trumpet" intonations. Nevertheless, the stability of these intonations is sometimes only seeming. 
Not all the sounds of bichords (trichords) are intoned in quite a stable manner — I have noticed 
this while singing sutartinés myself. Some sounds are sung in a stable manner, 1.e., holding a 
note on the same pitch all throughout singing, whereas others are less stable and sung more free. 
The most stable ones, in my observations, are two sounds (1.e., a vertical second interval) being 
in the middle of the part where two voices join. They are like the centre of togetherness between 
the opposites. For example, in sutartiné "Skumboj’, Sauniai joj’, in the sound-line B flat-C-D-E, 
those two sounds are C and D (ex. 5) So we can maintain that the sounds of the central common 
sound-line, like two different magnetic poles, are the most contrasting and at the same time "most 
attracting ones," connecting tertiary bichords into one commonality; that is into a harmony of 
seconds. The sounds C and D perform the function of tonal support, thus forming the nucleus of 
the scale. R. Ambrazevicius's acoustic studies of archive recordings also substantiated my empirical 
experience. °According to Ambrazevicius, the tonal structure is based on a psychoacoustical (1.e., 
not pure musical) phenomenon and composed of approximately equidistant steps slightly less than 
12ET-whole tone. (Quasi)equitonic scales of sutartinés feature an average of 170 to 180 cents in 
between neighboring scale steps. 

However, in my opinion, this can be explained not only as a psychoacoustic phenomenon. 
I think this is related both to the dualistic structure of ancient society and the resultant dualistic 
worldview. This dualistic symbolism also permeates the music of sutartinés, where two different 
modal structures (two bichords or bichord and trichord)—opposing binary elements—are "tied 
together," bringing about a harmonious togetherness. 

(Quasi)equitonic scales from the five sounds (bichord in one part and trichord in another) in 
vocal sutartines attracted my attention in particular. A five-tone scale is common to most sutartinés 
of Birzai region. This scale is an expression of interaction of two neighbouring "moduses" (two 


Latin binarus: "two-sided, doubled, made up of two parts, supported by the comparison, alignment or opposition of 
the two parts (members)." (Kvietkauskas 1985: 69) 


For example, in the sutartiné "Trys trys keturios brolaliy kléetys" (S\S 364a) the intonation of sounds G and C sharp 
are more free, according to Ambrazevicius, than the sounds of A and B (the intonation of other notes is even more 
loose). This means that the sounds 4 and B perform the function of tonal support, they form the nucleus of the scale. 
(Ambrazevicius 2004:137) 
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binary poles) mutually tuned up by a second interval. A bichord of one "modus" (a third) seems to 
be framed by a central sound of the other "modus" that turns it into the central point of the whole 
scale, an axis of crossing (ex. 6). 

In parallel: esthetics of the ancient Chinese (5 sounds are treated as a unity of the Yin and 
Yang counter forces of the Universe’); Christian cross as the integrity of the world (a vertical and 
horizontal, the sky and the earth) that consists of four branches, "cross centre," symbol, etc. A 
similar idea can be noticed in some dancing sutartinés: four singers are moving 1n a circle pointing 
with one hand into the circle centre (this is a symbol of a turning cross or swastika). In this central 
point (where all singers' hands are placed) all spiritual energy shall be concentrated. 

It is known that ancient Chinese philosophers used "Yin" and "Yang" to explain the changes 
that occur in nature. All things and phenomena in the universe contain two opposite aspects, which 
are at the same time interdependent and conflicting. These opposite principles are complementary 
to one another, yet may also be in opposition to each other. This concept is very close to the 
interpretation of the musical structure of sutartinés, based on the understanding of harmony 
(sutarimas) as conflict and interconnection of binary elements. So, I think it is worth trying to 
search for a link between this structure and instrumental polyphonic music, first, the number five 
in instrumental music tradition. 

I would like to draw attention to sutartinés of vocal origin; certain ones are played on five- 
string kankles "the Lithuanian type of zither," two daudytes "long wooden trumpets" (played 
by two musicians: a bichord in one part and a trichord in another), or 5 skuduciai "multi-part 
whistles" or "panpipes" (played by two musicians: one by 2 and another by 3 pipes®). I am also to 
focus on polyphonic compositions’ played on a set of 5 ragai ("horns") "wooden trumpets," and 5 
skuduciai.'°Traditional ragai set is made of 4—5 horns, and skuduciai set — of 5(6-7) pipes.'! It should 
be noted that the predominant number is five (five sounds or five trumpets (pipes)). Usually five 
musicians are played on five trumpets.'? But very often one of five trumpets sometimes produces 
not one but two sounds (one of them is produced by the way of overblowing), so the whole sound 
scale is not 5 but 6 sounds”? (ex. 7). 

The importance of five sounds (five trumpets) confirms a fragment of sutartiné s text (LLIM: 
324) that resembles a Lithuanian traditional riddle: Einoriy lauki "The Einoris [guys] in the field" 
Pinki vilkai kaukia "Five wolves howling""* ("five howling wolves" means five trumpet musicians). 


Tn ancient times, the number 5 symbolized the sacred alliance of the Father Sky (= 3) and the Mother Earth (= 2). 
®See: LLIM 10-29, 31-34, 36, 40, 41. 


Some ragai and skuduciai compositions are purely instrumental polyphony, related to sutartinés, grounding their 
sounds on a cluster of 5 (6-7) related sounds in rhythmic formulas; a sharp ring, syncopated rhythm, ostinato form and 
others are its only links to "true" sutartinés 

'°Compositions for 5 skuduciai: LLIM 56, 57, 60-62, 65, 78, 79, 81, 86, 89, 96, 97. 


'TAs Ambrazevitius noticed, acoustical analysis of the tunings of skuduciai and ragai shows likeness to the musical 
scales of sutartinés. The tunings "were generally not based on diatonics similar to equal temperament". (Ambrazevicius 
2005: 20) 


!2Compositions for 5 ragai: LLIM 97, 106, 108, 112, 113, 114. 


13 See: LLIM 98, 100-104, 107, 109-111, 115-117, 119, 121. Sometimes four musicians are played on four ragai (trum- 
pets), in this case one of trumpets produces 2 sounds (by the way of the overblowing) so we have 5 different sounds. For 
example, "Ridikas" ['The main root of the tree'] (LLIM 95). 


l4ctasys Paliulis explains that men used to blow horns in the Tautodvaris area; Stanislovas Einoris (b. 1853) was one 
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What was significant to a five-sound scale was that the vast majority of kanklés which were 
used to perform sutartines had five strings (actually, kanklés may have four, six or seven strings, 
yet their number is considerably small). As it is known, musicians would play on the kankleés at the 
crack of dawn or during sunset, because the time when darkness and light change places believed 
to be sacral. '° 

Five-string kanklés is homogeneous with archaic string instruments of other nations, 
mostly with instruments of the zither family, such as nares-jux (played by the Khanty people) 
and sangkultap (played by the Mansi people) — that is, a "musical or singing tree," "God's loved 
five-string tree," "God's singing voice." When this instrument is played, five strings accommodate 
to five different sounds (i.e., the "shortenings" of strings are not used while covering them by 
the finger). Shamans played this instrument (instead of the drum), so did singers, musicians, and 
doctors arachta-ku. Every name being attributed to this instrument assumes ritual and metaphorical 
implications representing its primal sacerdotal function (Shestalov, 2011; Gipius, 1988, etc.). This 
instrument bears a certain resemblance to the Finnish and Karelian five-string kantele, which was 
played by Vainamoinen, an epic character in Finnish folklore. The Chinese five-string zither so 
was designed by ShiDa who, by playing this instrument, sought to make in-ci come into being; to 
make life be ingrained; and to restore a cosmic order. ("In ancient times the world was ruled by 
Zhongshan Shi. That was the time of stormy winds and a huge concentration of yan-chi, which 
made it impossible for a seed and fruit to ripen. Shi Da, therefore, created a five-string zither s9 to 
bring forth yin-chi and place life in the position of strength"). '° 

The foregoing would make it possible to suppose that scales of five sounds (a specific system 
that includes vocal and instrumental music) might have been associated with a bygone worldview 
— perhaps, with an old numbering system wherein the human hand was an important measurement 
element, that is, a palm with five fingers. Perhaps due to this reason, a precise relationship between 
separate sounds (a normative scale of sounds) was not as important as the number of sounds, 
namely five. Lithuanian sutartinés' singers and players of skuduciai and wooden trumpets would 
tune the same sequence of sounds slightly differently each time, seeking for the so-called sense 
of the "perfect clash of voices" of maximum roughness amid their musical performance. All this 
demonstrates that we are referring to a very old (pre-scale) musical thinking in which interdependent 
sounds are roughly tuned, in other words, "by eye" (or by "ear"). 


of the more famed horn blowers (LLIM: 345). 
As religious scholar Gintaras BeresneviCcius noticed, the sources let us understand that many of objects were 


'Ethnomusicologist Romualdas Apanavicius, recalling the article "Kanklés in Mythology, Legends and Folklore of 
Our Land and by Our Neighbors" (published in the Lithuanian magazine Vairas in 1937) written by Juozas Zileviéius 
(1891-1985), an outstanding Lithuanian musician who emigrated to the USA in 1929, pays attention to its topicality. 
"Drawing on the comparative research of the Lithuanian, Latvian, Finnish, Russian folklore and on the mythology 
of the ancient Greece, the author made conclusions regarding the common origins and purpose of the string instru- 
ment kanklés of the Baltic peoples. (Apanaviéius 2011: 275) According to Zileviéius, the first kanklés was made of 
bone and its making used to be connected with water. This instrument used to be played by the epic heroes: e.g., by 
Vainaémoinen from the Finnish (Karelian) "Kalevala" and by Sadko from the Russian Novgorod' cycle of epic songs. 
The activities of both heroes remind of those by the ancient Greek mythological characters Orpheus and Hermes, who 
used to play the string instruments as well. Than connections between the motives from the Baltic folklore and the 
ancient Greek mythology, according to the author, could have developed due to the basic similarities inherent in the 
global human culture in general. (Ibid) 


l6Tkachenko, 1990: 56. 


430 Daiva Raéiunate-Vyéiniene 


Since Sutartinés (a system of archaic polyphonic music) are known to be an integral part of 
ancient culture (ceremonies and rituals), it is plausible that they may have assumed a sacral meaning. 
I believe that to investigate such type of music with no regard to the contexts of its existence (firstly, 
to the old — pre-Christian — Baltic worldview) would not suffice. '’The above-mentioned number 5 
being interlaced with a definite number of sounds (or pipes, trumpets, strings) has been enigmatic 
until now. This number in the world outlook of Lithuanians (Balts) is not as important as numbers 
2, 3, 9 (which are often mentioned in song texts and stories). Still, its significance being not denied 
in the system of hierarchical polyphonic music makes one search for a different sort of relationship 
(with the Finno-Ugric world or with the East; not once have I already spoken about the proximity 
of sutratinés' music to the musical aesthetics of the East). Obviously, researchers have just started 
to examine this topic which poses a challenge for future scientific investigations. 


Abbreviations 


LLIM [Lithuanian abbreviation, reference to] S. Palitulis, Ed., Lietuviy Liaudies Instrumentiné Muzika 
‘Lithuanian Instrumental Folk Music,’ Vilnius, 1959. 


SIS [Lithuanian abbreviation, reference to]: Z. Slavitinas, Ed., Sutartinés: Daugiabalses Lietuviy 
Liaudies Dainos 'Sutartinés: Polyphonic Lithuanian Folk Songs’, Edition 1, 2, Vilnius, 1958, and 
Edition 3, Vilnius, 1959. 
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dsasmano / Example 1. Sutartine "Pempeé kuoduota" (LLIM 12). 
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dsascmamn / Example 6. “Bék, bare, béki”’ 
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Mas. domdo, AMogom@mbdosbermdob CodowsbhHyMydgemo bodybo3m GHyMdabmMeEmanss boMmdme- 
agooen. dyo bo gybggdob QaemmbmgayM ma dbojgoda ,oMdMbos RoMame ao3M39e~mgoymo 
BammbmgayMa 30H gamMooo; bsdybagm sbsemangdda 3898Mnbn ByMdnb6 ,,3omdImbank“ 
Go(3gemse@ Joma BgMdnbmemmanymM dabsGygabb — ,,dmMmoayemydsb* ayg6gdb. 

(30969 ,dmMMYmgda0b" aosdmygbgd0b dodmb3qg0b, 89GMoabob mbdqymadgdob ao- 
MES, L630 Joma yo BaoMamMmdnm ByoMmgddo, Bo4JGmdM030@, 0M 363~e@ 960m. bodybo3m 
sboemmangddo yo, bLodyommb wos Gagoo9 IAbygemmdobob, dob aodmygbgdob jobmb- 
BMBn|AMO, Lob&IIQHo bobosmo o4gb (QaM(3bse@o39, 2008: 86-87; 2010: 534). 

sMnsMgdyemns, MMI amoby 8g9GMobab gbo dgHdbyomo bogammbmgmbm wo ddm- 
dmayMa mgadbogames 6933960. dob mbdqm|d9ddn asbge@gdo dgmMdbymn~@sb 3om~m- 
goMgd4ye~m0 = H]MIobgd0(3 Co, 06939, (36gd9MS Jmgmo by 7d0, MMIM|d0(3 HobobMem- 
Joos Joa ym bombymoa madbojom wos 89GMobob bo®y39mdgdmdge@ge0b dgw@gab bom- 
dmo~@a gob (Aqemo04od30e@0, 1986: 203). LOmmMg@ 9d qj3o6ob 369mm 3.9693%M369d006 Hmamm(3 
LobodmgGm bdoms bobgmbreogdgd0 ,asbdsMG dab" dSmemboaGhy3omdodo (,dbsbMo, yoMo, 
d9d0*), abg 32G9—amMM0s ,doHdImboob“ (,Mmgo% ws ,boMam0~ gydob 3469) qoMoaxycmo 
HIMooMeEMaonMo dgboSy3abg00. 

89GM0bb omMogmMmo dgMdbyy~mo madbgdo ofgb q°33~@mgema bobam ao~@dm&sboemo, 
dod, Mo8md doohbos woe@ds dmsbMmg36b9d bogoMme, donb(3~@odsnb(3 dogMdbye~mdo obg 
Bo3BM3g~mgoyeno, &gMdnb ,goMdmbaab” oboe, JoMaymoa HyMIobaM hobs(33~mgdo? 

XI-Xll Loygyoggdab Lojomaggmmb asMgm oMbgdyqem bobymagmm 3qghQddo Imegeby 
Jongg dbogomdoMos Jobsbb boMdmoe@agbos dndbshG{ayMn gymByMym-dbng6mdMmyen 
AmbssmgMydab dodbadse@yMn smgnbgd9 ~ws dsbmsb asSmemgds-asbmbsbbmMyds, Moms 
damgdyenn asdm3engmydam, Amdngdyemaym ~wsdmyjn~@jdgemn adgdn MMngnbsemyMn, md- 
gnborsgse@0 gMmgbyenn 3-yQmGyGoab AgbsJdbgemseo (Igm@ofod30mo, 2006: 6). sdagem0 dobbob 
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aobbmM3ngmmgd9 30 JMrZb4ye~m0 LodbagbmdMm mydbogab wsb3sq6obo Es godeow@My|dob 
Imambm3ge@s. JoMaymoa d9g(3b0g9MyAEMO HDIMEMa|NYM-gammbmgoayMa gbob wosd330@MJd0b 
HZ0MbooMabam, agodmMhgyemns agmomab bomamabdgGy3gqemm-moGMsGyMymoa b3e-mo, 
AMImob MoMbayma BomMdmdswagbgmos amoby 8gGMobo, 306(3 wondbmaszo@ amgobo 
qoMHayqma moadbozgob bLo®ygobomdmygdob dgbodmademmdob asdmbogmnabydmoe@, Momo 
JoMamayema gos mogoabo asdmdbob3sgmmdob domam ,ambagh bg~@3ome IMdsMyY3Z9 dgMdbxye~mo 
goab"-mgob aog8mmgdnbo: 

89GMabo smasMydb, Mmd MoMadboabosb ba~w@dabg360M 9M dobeggb MManbsmoab Go4bHb; 
030, BdgGMdM030@, adm™M|30 sbo~m GH qbH|b, aodomamgdymb MmammH3 MbIgbam0- 
OmMaAds&yMHo, aby ambgdnm0-gQammbagayMa M3gombodoMoabao. ad JoMng9~ ImoOxzo6qmoaob 
as6b63939d60mM, Mmdmg|dn(3_ BMdsM30mM J3o0@JdMeEb|6 LomsMadb mbdy@m|dgdb, 3898Mobob 
Imomadbgmmdnmn dgnmeob ImogoMo 8Mb3080 bLamsdsd9, MogabyRmgdo0; doboba 30 
mogzabo a30MBmdab bo~mboabsmgab sb Jommgqgmmomg3ab, qoMomm ymoRamn gboboasb 
SOdsGH oye LogQammb gym gbob dodo: ,»mgadymgsg dg ®mdabsmgab agomas Agdosbs 
(md) da@dmmdsn gbabsn gsengdbgd~yenn ~s Aghby90 A~sdGomborsas6 (dqd94d6sm) — 5ddmdb 
020 Mbdjm|dob dmeEmboGy3omdodo (398060, 1937: 220; AgeoJod30m@o, 2006: 45). 

89GMobob bLogammbagmb eo. bodybo3m GyMdobmeEmmans bLoasbmse bobgemeogdnb 
dgbob9d d9Md96 ImsbMmgbyme Jgbje@yemgdgd0b FAaMayemo asd bnsMydg7emn0; dog., MMaAgogb 
SbMHa: ,ba®ygg9db bgd~y6gdMagZN doe~ms sfgm, abnbn dgbsdsdaba bLoa~gydemmb Imbsbamygdn 
M096"; 8M 309 bAML: ,,bLa®ygo sbobg09, a~egsor ory Logosbos bsGos, mammg4yemn bobgemogds 
39M 33949e0 LobMababl dsGsMHjdgemn qos aymb, Gs~@aob babgemogds boasbos dgd9(369d99" 
(semgdbodg, 2008: 255, 259). 

89GMobob dogm od AmMbmgbgd0b aomgommobbobgdomss bomdmgdqjema  bodeybo- 
3M HyMdnbgd0: ,dmMMmyAmg|do", ,dMOgZgm0"%, ybodgqhagqgmmams Magobo", ,dbsbM0", ,,yJo- 
Ma", ,d0d0", ,gJHamdsa dgym3mgdobon". Mo bLodMabb ~wgdb, Mobo aobbobms3bgd0 bymb 
dgMdbyma BoMmdmboob dobgym GHyMdobmErmaayMm dgboShyg30bda — ,dmmaymgds" — 
JoHnggem ImsbMmgbgb? 

89GMobob moadbogob d3gemg30Mmo dabje@30m, GByMIabmMs boMdmgAdobob oan dj0(3Moe@ 
0(303b Lob&gdqQmmdsb. [bgdomo (9mgg9E~O YayRobomgab sdmbogomoe@ ogo gHa domb 
aMAZZ8L, Ho(3 Jobo LoGygembeMdmgdob doMomse@n 8MHabyod809 (Ig~moJodg0~@o0, 1986:203). 
(369d0m0 dgde@ga hodmbsemgemb: ~d — 9-Mon (sb MGdo-9Mo0) | 5-@a0 / 5-Gon / 659-Moo 
[6s-Gon | Hangs / Mory-emo | ~s-Moy-mo / dm-Mory-emo / dm-Mory-m9d0 / 3-Gmg9-~mo/ Ido- 
439-0 gMm0 LoygmMam doo asohbos. 

dm3gdyqem  fhodmbsomg3emda, ghanb, Mmdgemai3 Ma3b3gmo bobyoabos, gmam-b, Mmmd9- 
ma3_ oQbogbo ,,gMMo"-b Ma36MdMH0gZ30 Laddémeame, bogMmm dao sgogdoMgdb (36949- 
dMs6 ,MMg0", ,b9Mm0". Jaman moadbagmbyddo ,boMao" asbdoM@Bjdyemoo, Mmamh3 
Msde@ 96009 (3) dogab EgqgmMobsasb dggmymo bby, bsbommgdobsas6 dg~@ag6om@a b0-9Mor0; 
LoOmMg@ gmbgMg{Gyemo Jdgw@gdob smdbad3bygemo (369d0 ,MM3Z0° Co 9d Jdg~@gd0b dgwe Ja0e 
da~@gdoyema boson, ,boMan" Bomdme@agb6g6 30H amMMos BoMdmbaab 898Mabobgyemo 
HIMoomMeEManynMo dgboSygabob ,dmrmMaymg|dab" badobGagyqm boyMegbb. 

Lodyommda dadenbsmy wns] 834M QMongMadndsMagds6o 3898Mobo0b dogm 
SMdyomns, MmammM3 yMamgab" 8Hm3gbo. bodysmm, woqbogbo ,g@mabo" wo ,dMM39- 
mab" dagm ,esmaymo" doSgmMosmymo bbgqmoas. bodyoMmb wooma&ogob dgdmdqdg- 
CN © BoMIdsMms3gm0 wWogbogbo ,gMmO", 389 8Mabob boGmg060 g8amMgGBom ,dMM3z9em00". 
Msbsd9eEMM39 JoMaymo &yMd0b ,dISMMZg9ema"-b dabsoMbMdMHngZ0 3o3dGnMa 3898Mabobyy~@ 


yIMNZIMOdL", 3R04MMdM WAF¢3gQE@O>d. 
Ms of3gh Logham oo SbHMMdMage@ Mos aobobb3039db ,dmmaqmgdob” ,sgomdmbonbsasb"? 
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BoMdImMbaS — BaMsamMgmgdn@s6 dmdenbsMy Ms(3ambsemyMn, wossaMabsaMygdoye~r- 
mS JgMoansbmdnb, Enbssomd~@gamdMngos 3s3gdaMab, cnse~ydGagab smdbnd3gbgemn bdobes 
gamba nM 358)amMMnos. 

89GMabo QommbmogayMoe dmsbMm369 M3gmabdgSy3gqmoo, MHMdemoab boMmImeEagbobss, 
Lodyommdo dadenbsmy wos 4Go3q4M IAmgmybgdm0b Wo3o3daMQd0M, HIMEmMaonMo Cs 
gbang®ogymo mgombobdomabo db¢gomogb. dgbodsdaboe, dobo ,dmmMoryengds" sms démemme 
conse) Gazal smdbadgbygemn, sM3dg0, ysaMgg9engb ymaemnbs, 3d ~ensengdGagoab dgdmdJdgeoob, 
S64 (,,.9m(36=) Igq4Q6mdgema gManb babgbms6 ws3zegdaMgoyenn, ghagho3~4Ma badbom 
WIGZOMAYEMN HIMEM|NYM-gQa~MbmgayMn 358JamMMnds. 

»A00dsMGBJd00°-b dmMeEmboaHy30mdsda boMdImeagbama bodybajgm  G&gMdobmenm- 
and, bdoms Lobgmbregdsbo: ,ddsbG0"%, ,yoHo", ,d9d0% CEs AMsZ9~mbIse@ Im~gMob smdbo- 
03690 wAgQAbA308 — 4gAMMMdsa doYyYMEemgdnbsa", JoMa yma mMadboj30m bobsbMemg|dn, 
898 MababLgyEHO AbosH\3Mymo aobbobm36gd0b dgbobadbo30 bodydgdnv. 

sd d3bMn*~ - Ssbagmoab, s64y dsbag~mab AmdAJAgeb (IgndLGymgdgemb) (bes axyorabbImdeogb. 
sLo®gygob 3gmbsdo*(XVIllb-ob JoMaymo ~madbogmbo) Soba — Iomsmbdosbmdsb, Sobgd0- 
dobomb ayymoabbdmab. 

898Mabob moadbogob djg3ge~q3MgEd0b sbMam, Dob bLaShyg:emd9dm4dg~@gd0dG0_ wobo- 
gm 90 bofjoMm3agmmb madbogob asdmygbgdob &g6eg6(3009 RoadboMeges. IgaMmye~m gbsbq 
»yJoMoa" Ma3b30m bebgm@m 2-b s@badbsgb. bogoMoyq~@mea, gMm-ghMa0 bdob bobgmegdobo- 
m30b Ma3b30m0 bebgmob aodmygbgdam 389GMoabds bodbdosh asmmmdsdo 380M39e~0 bdoab 
DOndZ6gemmdo BoMdmohnbs; My7d(30, 398Mabob ,,boygomdgImqdge@gdob" mmMogabs@mdoab 
aom3omoabbabydom, bmd dgnde ds, abac3 wCs349d39mM, MMd ,gyomob" bobgmagdab bobMobo 
dqGob Csd8 300 Eo dDobdo 89GMabds JoMomyma bobodImM|MmM BMoJGozabsmgob Aggymo 
abgmo d9dmb3939(3 aoamgemobbobs, Mmegbs3 bodbdosh Bebado Boedygobab ey64(300 
Lomm 0 Igmm9 (dey0) bdob g30bmgdme@o? 

Lobgemm@gds 690" 398M0bb bobgbbgd0 yoeoo 84fmbegb (36950006 ,gMmdsd", Mmdgmn(3 
qoHayam baMa~mmdnm dgamg|ddn wowmosbGyMadyemn madbgdos Eo IMo3gmab JMneEMmyA™ 
Jdgje@gdob s@badbs3e@0. LomM{e@ ombodbsjyemn LodMabom wes oymb aobsaMmdgeyenn Dgbod9 
bdob Lobgmegdobmeb wojo3dnMadyemn 389 8Mabob sMAggebo. 3R0JMmdm, Mod Lobgmagdom 
2000" 89 HMabds bo3Ms309H Mobbemgdsbosb obm3aMgd4yem0 ,,do60" Aosbs33~@ms, MAmamm3 of 
LogMo3agmo mobbengdab smdbad3gbgema madbgds, oMedge@ Mmamm3 bodbdosb 39MBo30edo 
Cdsd5em0 Madb&Mob d4mby bIob 3mMb63H 7G nemo Lobgembre ds (30M (365539, 2014: 117). 

0d0530M39 Woes asb3dsoMBmam: do~osb dmmb 30MM od sdbMoboasb, Mmd 398- 
Mobb dogobyMma AMogembds@ sbwMmgbgd0b bodygbajgm GyMdobmemandk GoMmdmg|dob 
80MZ9MMdS. MYydI(3, WodgXAM |dOM JgndEmg|d0 aM|Z0b, Md 8gGMoabds dgJdbo sw@anmm- 
dMn30 AybogomyMa BMHoJGagob dmbos39dgd0m bozoMbsbg30 bLodybajgm &ygMdobmeEmans, 
AMImans73 WosgadboMs Es smbgMse dobo CEMmoabsemBgab asbgamoMgd0b wobMymg|dyem 
LSow@nsdy Iymago, bod bdoby aobymdama AgbagomyAMo LAM 7d 8qyMo. 

Hs LsbMabo dgndengeds gomb bog 7d3gmse@ IMsgaembds~o Iegmab 86m3gbab smdb6nd36ge~ 
89GMbaLIQEH 8gMdnb-~793;nba(3nSb — ,,gMoamdse Jgym3aemydnbs0%? 

89GMobob eadbagob 333m93M9d0b dabjm3Z30m, ,Yym3cmmdo” sdbHMo4JHyeo dobsombab 
asbbodbm3Mydamn ba330~mbobgemose, Mmdgma3 bLodMe3gmab donmosbmdsb ayemobbdmdb 
(Aqgemododgom@o, 1975:74). ,ymacmmds", ,dgymacmgdo", ,y3ggmo" — boghnm gqdobs ws 
SbMMdMnZ00 bLogMam dobsoMbab dfmby (36gdgd00. JoMayen bodmgmygdob SH a4bS dodo 
IgIMMAAGOEMO AmMBMeEQdgd0: ,d9Ye(3)emg," ,,9d5gye(3)emgQ* — YZgq9mobmsb FMmMse@ (,9MHM- 
d90 dgymaegdobso“-m) degmob aymobbdImab; 3304fMmdm, obg zoemo ofbsb aoagdymo sd 
89Mdobdo 39 8Mabob dogM boayyemabbdg30 bodMobo. 
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qoMngymors IMsg5mbdse@ Imgmab ybsmMn, 3898Mnbab dagm domeame fgg BMs~en(309c0 
3H smnJdjd9; IMsg9embdseo gMamdnn ImgMs dabagab yqsmMgbse gsbyyen, Bda~ws bsdgdab 
ghngdob dobswsmn, dsmsmdbs§3gMyma gMmgbyma maMgdymg|dss; sdegbse@, JoMoyemn 
Anbagab ab{mMnsda IMsgsmbdseo IybagaMgdab 3mb3MgG yes Lobgemd~wgdgema LEmM7c0 
898Mnbns. ,gMamdsa dgymgmadnbso* dab dagm AMsgse~@bdse IAmgMab smbsbadbs3g0e@ 
bsBsMdmgén, =, ,dgeosdMambasas6 = dgbby9" 9699 asdmoddyemn, Modegbndg  bdob 
asdsdamnsbyd4yemn ghamdnb (,,dgyma3emgdab“) smdb6nd36gemn 39 8Mababg yen cegqgyba(Znd»~. 

LodiyboMme, 3898Mabob dagm mbSo8yMoe@ GoboMmdmgdn bodyboa3m emadbage do- 

bo mbdyjemgdgd0b 3M(309d°0939 CoMhs, Dobob Lobsmm@mob yba~mo3oe@. Mo8md 39M ~od- 
330EMELHI6 89GMabab gbag8obdam aoxg{Mgdyema boGmgo06ba AygbagomyAMoa bobgmw@g]dgd60 
qoMHayam moa dbajedo? 

sdab 9Mm-9MM dodgjdb dq(3bagMQd0 bg~@0396 Xlll bLoygybo~@sb bLoJommagemdo 
dg4dba~m ddodg 8memnGaj3qM Oo BqymByayem-gymbmdo34M ZamosMgd9do, Mobs3 J3gybob 
asb3nmoMgdab by398o dImsy30. 3898Mabob dadega JoMmyma SGMow@ag3oqjma Aybago- 
MyMHA SbMHMBZbgd0b JAboG3gMyAEm-ghngG®agyMo wmaMydyemgdab JggRobgd0mM oMo306 @wo- 
Ob AMALZdyEmo; Dob dagMm Logmyd3qmeogeyemo AybogomyM-gbog8o3yMo s°dMmgZ6gd0b 
330m0 XIX boygqbgd~@9 Symgdo. 389GMobab bogommbagmbm mydbogob, dom d98 9b, 
Lodybajgm SgMdobmemanab wyayemgdgmymmab dobgbb, omdom, bLombdybmeo bbbob 
madbogmaMogosda smasMgdyemo ghana Jbad3zbg~mmg060 ImbobMHgdo0, Mmd~ab dabje@30m, 
domme gman dmsbMmsbab, 96 Mybes3 MoS MoHyMmymoa bymmoab dagm Gomdmgdyemo 
sbs~mo &9Mdabo dbgmoee@ osobsbgdo LomG MsGyMmm, Jam dgGgb, bomb ym ymaam 
mg9dbogodo (Ageojod3o0c@m, 1999: XX) 

sgab ws bsSse bsmdmidbob  ymgqgmn Cbsmdmdddbyema ymgqmbs mgnbabam 
Bsmdmdbaembs* (35.8060, 1937: 71,30). 39Mobob gb Brasen, J9aH5d sb8HmdMngse@ 8939e0 
asdmbsm|30da gMmbsamn BoMdsGJdom Agadmgdo DagdoMamb ym3gmagzom bomdmdboemb, 
dom dmMab, sds my 0d gnbmbab dqbo3omym dgdmgdg~@gdobo3. yeoo3gme, md MaMmMg~ymo 
goombab daybage bodysmmb dobgymo gbhagGagqmo smdob aobdobsbagmgdgmos. 3898Mobb 
ao(3zomdagMgdyema of3gb, Mmd AybogomyM azgoMgmdoms LodMe3~@mgd0 Aybo3ocyMo 
bje@3a0bo my aobbobm3bgda0b 8Mn6(3039d0 aobbb3go39d4emn9; Hmd ,gMaMds0 daymM3mgd00" 
dasemmd gma ghabomgab sdazoMee@ AnbogomyAMa sbHM3Zbg9d0 ,m3ababam Bomdm|dbaemo" 
dqbgdMagZ0 IAM3Zg9dqEmMds9 wo 9d bagb, ANboz«~m Ma BoMdmbonb Jgamdbgdob sdagom 
“bomb, mogoe@ bLeymoabdaw@ab bad0b, Jomaggm boeombd9 aos~@dmby~m dob do~@mb dosbgmb 9b 
CA~wD JoMM3Z9~@m0 ImsbMm365. 
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NINO PIRTSKHALAVA 
(GEORGIA) 


FOR THE ISSUE OF IOANE PETRITSP?S MUSICAL TERMINOLOGY 


Works of the great Georgian thinker, theologian and philosopher Ioane Petritsi (11"-12" centuries 
AD) represent one of the most important sources for the research of the ancient Georgian vocabulary 
(lexics). Unfortunately, during the research of Petritsi's philosophy from various aspects there has 
not been paid due attention to the prominent musical terminology presented 1n his translations. It is 
remarkable that neither the Georgian literary or folk vocabulary, and, what is the most important, 
nor the practice of singing and chanting are acquainted with Petritsi's musical terminology. The 
mentioned circumstances give rise to a logical question: what sources did Petritsi use? 

Without the analysis of Petritsi's world outlook and creative method, it is impossible to 
understand the basics of his musical and esthetical thinking. What makes his works so important 
for the history of Georgian music? 

1. Above all, by being actually the only one among the Georgian thinkers of the Middle Ages, 
who discusses regularities of the musical art and uses them as a means for the process of cognition. 

2. Petritsi's musical analogies are unconditionally his own and original. They present the 
musical terminology certifying the presence of polyphony. In the philosophical vocabulary of the 
Middle Ages "harmony is a widespread philosophical category; in musical analogies Petritsi 
uses the Georgian terminological equivalent “mortuleba” (Ancient Georgian: “Decoration”) 
instead of the term “harmony.” 

Occasions of the use of the notion "mortuleba," apart from the works of Petritsi, actually 
do not occur elsewhere in the other Georgian written sources. In musical analogies, during the 
discussion of dialectics of the Universe, its use has general, systematic character (Pirtskhalava, 
2008: 86-87; 2010: 534). 

It is widely accepted that Ioane Petritsi's language is fed from the Greek philosophers' and 
native vocabulary. In his works there occur the terms copied from the Greek language (as calcs) and 
also the whole range of notions which are supplied from the Georgian folk vocabulary and represents 
the result of Petritsi's creative wordart (Melikishvili, 1986: 203). Exactly to this latter group of 
notions there pertain names of the singing voices in the afterword of "Ganmarteba" (mzakhri, zhiri, 
bami) as well as the Georgian terminological equivalents of the category "harmony" (having rtva 
and narti as the roots). 

Petritsi has copied many Greek lexemes in an unchanged form. So, why did the great thinker 
deemed it necessary to substitute the widespread Greek term "harmony" with its new, Georgian 
equivalent term? 

The aim of the Georgian scholars of 11'-12" centuries, residing in the spiritual hearths 
beyond the borders of Georgia, was to perform maximal assimilation of Byzantine cultural 
and scholarly achievements and to get equality and balance with them, so that, based on the 
acquired experience, seek independent routes to create the original, self-sufficient national 
culture (Melikishvili, 2006: 6). To realize such an aim demanded to elaborate and sophisticate 
the national scholarly vocabulary. Gelati theological and literary school stood out in terms of 
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introduction of the Georgian scientific theological and philosophical language. Ioane Petritsi was 
the merited representative of this school, and he worked selflessly in order to reveal the world 
producing abilities of the Georgian lexical stores, in order to equalize the Georgian language to the 
"Greek language able of intellectual visions" by means of its expressiveness. 

Petritsi admits that he does not follow exactly the original text in his translations; he actually 
suggests us a new text, justified by his confession and dogmatic views as well as his intellectual- 
philosophical points of view. As distinct from those Georgian figures who felt modesty when 
tackling the works to be translated, the main principle of Petritsi's translation method is boldness, 
freedom; what about his aim, it is to create for his compatriots, for the Georgians the philosophical 
language exceeding a mere existential language: “‘Aspired I to [make] a fluent versified language 
for my tribe and clan people different from the common language full with barbarisms,” 
remarks he in the afterword of his work (Petritsi, 1937: 220; Melikishvili, 2006: 45). 

Petritsi's philosophical and musical terminology loyally follows the opinions of the Greek 
thinkers on the matters of name-seeking for objects; for instance, Origen Adamantius supposes: 
"Words have supernatural power, they are participants of the respective mystery"; Proclus 
writes: "Word is a reflection, an icon of ideas or objects, each naming must be carrying a 
special thought, as to name objects is to cognize them" (Aleksidze, 2008: 255, 259). 

Musical terms such as mortuleba, mrtveli, samusikelota rtvani, mzakhri, zhiri, bami, ertobai 
sheqgovlebisai are all produced by Petritsi with the above-mentioned demands in mind. What 
thought is put in, what image is sought by the Georgian thinker in mortuleba, his terminological 
equivalent of the Greek word harmony? 

According to the investigators of Petritsi's vocabulary, while producing terms, he strictly 
abides by the systemic principle. He chooses one root as an original point for a certain separate 
group of notions, and this is the main principle in his word formation (Melikishvili, 1986: 203). The 
following list of notions: gh-me-rti (Georgian: god) or ghrma-erti (Georgian: the Deep One)/ e-rti 
(Georgian: one) / a-rti (Megrelian: one), nae-rti (Georgian: compound) / na-rti (Georgian: spun 
yarn) / rtva (Georgian: spinning) / rtu-li (Georgian: complex) / da-rtu-li (Georgian: 1. spun; 2. 
appended) / mo-rtu-li (Georgian: decorated, adorned) / mo-rtu-leba (Ancient Georgian: harmony) 
/ m-rtve-li (Georgian: spinner, thread manufacturer) / mma-rtve-li (Georgian: ruler) all have one 
common root. 

In the given list, one, which is the origin of numbers, or erf-i in Georgian, which is the numeral 
symbol of the Supreme One, is connected with the common root with the notions: rtva, narti. In 
Georgian dictionaries narti is defined as a woven thread bound from several (usually, 3) fibers, or 
compound (na-erti) consisting of parts; exactly this notion denoting the concrete action, rtva, and 
thread or woven texture yielded as a result of this action, narti, represent the semantic supportive 
bases for Petritsi's terminological equivalent for harmony, namely, mortuleba. 

Dialectic interrelations occurring in the Universe are perceived by Petritsi as a process of 
spinning (rtva). The Universe is a material body woven by the Supreme One (erti) and spinner 
(mrtveli). Creator and director of the universal dialectics, the Supreme One (erti), according to 
Petritsi's artistic epithet, is a spinner (mrtveli). We suppose, the contextual connection between the 
modern Georgian term mmartveli (governor, ruler) with Petritsi's mrtveli (spinner) 1s beyond doubt. 

What have in common these two terms "mortuleba" and "harmony" and what makes the 
semantic difference between them? 

Harmony - is a pure rational philosophical category, originating at Pythagoreans, and 
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implying dialectics of the unity of opposites, and links of contrarieties. 

Petritsi 1s a theologian thinking philosophically, whose representations on the dialectic events 
occurring in the Universe, is penetrated by the theological and esthetical points of view. Accordingly, 
his mortuleba not just simply denotes dialectics, but, above all, represents a theological and 
philosophical category, which is connected with the image of the creator of this dialectics, the 
uncognizable (‘uotsno’) one, and loaded with esthetic signs. 

Musical terminology presented in the afterword of "Ganmartebai" including the names of voices: 
mzakhri, zhiri, bami and the definition for polyphonic singing, ertobai sheqovlebisai, all represent 
brilliant examples of Petritsi's artistic imagination, nourished by the Georgian lexical stores. 

“Mzakhri” must be implying active implementor (performer) of ‘zakhili’ or call. In 
"Sitkvis kona" (Georgian: Bunch of words, which represents a Georgian dictionary of 18" c.) 
"zakhili" means a loud voice or call. 

By the opinion of investigators of Petritsi's vocabulary, there 1s manifested the tendency of 
using the Georgian vocabulary in his word formation process. In the Megrelian language "zhiri" 
means the numeral noun "two" (2). Presumably, using a numeral noun to name one of the voices, 
Petritsi has shown the importance of the first voice in the three-part singing; though, taking into 
account the original nature of Petritsi's "word creativeness," is it still possible to assume that the 
notion of zhiri holds even more information and Petritsi has foreseen also the practice quite usual 
for the Georgian singing practice, when the function of leader in a triphonic tune was carried by the 
very second (middle) voice? 

The name ‘bam’ Petritsi must have borrowed from the notion ‘ertbam,’ which is a lexeme well 
attested in the old Georgian written monuments and denoted a simultaneous action of many subjects. 
This must be the very reason conditioning Petritsi's choice in connection with the naming of the third 
voice. We believe that with the nickname bam Petritsi has substituted the term bani which was a 
lexeme denoting instrumental accompaniment. What about bam, it is the concrete name for the voice 
having the lower register across the three-voice vertical line (Pirtskhalava, 2014: 117). 

We must explain it at once: we are very far from the opinion to assign to Petritsi the pioneering 
of formation of the musical terminology corresponding to the polyphonic thinking. Yet, we can 
boldly assert that Petritsi has created the musical terminology dictated by the data of the local 
musical practice, thus fixing and describing the musical structure arranged for three voices and 
already being at the finished stage of development in his times. 


What thoughts and meanings can be serving as a basis for Petritsi’s term-definition of 
ertobai sheqovlebisai, denoting the process of polyphonic singing? 

According to the researchers of Petritsi's vocabulary, "govloba" is a defining pronoun with 
abstract contents, which implies the unity of a multitude (Melikishvili, 1975: 74). Qovloba, 
sheqovleba, gvela (modern Georgian pronoun denoting: all) — all of them are the notions of the 
common root, having the common semantic meanings. Calls preserved in the texts of the Georgian 
songs such as: Aago(vJle, amago(vJle - imply to sing with all the others (in the style of ertobai 
sheqovlebisai); we suppose that this must be the correct understanding of the ideas implied by 
Petritsi under this term. 

The ability of Georgians to sing polyphonically is not perceived by Petritsi just as a 
habitual tradition; for him, singing polyphonically is an extremely valuable, highly artistic 
national value, comparable to the unity of the Holy Trinity; thus, in the history of the Georgian 
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music, it is exactly Petritsi who dubbed the name to the production of music in many voices. 
“Ertobai sheqovlebisai” is the term produced by him in order to denote polyphonic singing, 
fixed in the language “different to paupers’ language,” being Petritsi’s definition for the unity 
(sheqovlebai) of several voices. 

Unfortunately, the musical vocabulary, so masterly produced by Petritsi, has remained on the 
pages of his opus, without seeing much sunshine. Why have not been Petritsi's artistic musical names 
successful to be persistent in the Georgian language, weren't they saturated with high aesthetics? 

As one of the causes of this outcome, scientists cite the pitiful political and cultural-economic 
situation that was created in Georgian since the 13" century AD, which was followed by the breach 
of the development of the country. Ever since Petritsi, no one seemed to be interested in assessment 
of the artistic and esthetical values of the Georgian traditional musical thinking; traces of the musical- 
aesthetical thinking initiated by him cease to exist prior to the onset of the 19" century. Causes of 
neglect of Petritsi's philosophical vocabulary, the more so, of his musical terminology, are perhaps 
reliably explained by an important opinion well recognized in lexicography, according to which, a 
new term suggested by just one thinker, or even by just one literary school, will be hardly fixed in the 
literary language, the more so, in the folk colloquial vocabulary (Melikishvili, 1999: XX). 

“Every creator produces each his product as an image of himself” (Petritsi, edition 1937: 
71, 30). Petritsi's this general, but mentally voluminous saying can be applied to any of the produced 
crafts, including the musical art of this or that ethnical entity. It is beyond doubt that the each ethnic 
entity's music is the image of their own aesthetic perception of the Universe. Petritsi has all the 
understanding of the fact, that the principles of musical vision or imaging differ from one another 
within the multitude of musical subtypes; that for a nation chanting with "ertobai sheqovlebisai" 
such musical thinking is a natural granted origins and this gift, such an ability to feel the musical 
harmony, the great Georgian thinker believes to be the will of the Holy Spirit itself, assigning it to 
the high blessing poured down on the Georgian people. 


Translated by Mikheil Gelashvili 
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bIONIS BUEIGNIGN Vo 990IN HNN J9MOIILN LoIGLIbOM 
LOdVAMSCQISNb IMOBON bANSEMSNL BMMAINMId9d0) 


mob5d9eEMM39 Aybogab M|MMns gMmdobgmabasb dogbo3gb (3696gdb: Bymdso wo godJ- 
HAMS. (36mdomo Mybo Aygbogobdygmebab, 8%. sgMdoebyonsb soMam, Bymde Gomdms@agbb 
IybogomyAMa dbmgamab mMasbodgdob mmangob, broom gof&ymo, dabo Mygocmobgdo0b 
aoMyabyyma dboMgs. 0d MgmMMaab dabjm@3Z30mM, Aybogoda Bymdob dbmeme 3 Gado oMby- 
dmdb: dmomeEnyMo, IMEMag_MbaYMn ~s IMIMERMbaYMO (Bepmrayckas: 1978). 8MMag\mbayMo 
Bymds of oMab asngnggdyemn BmmagmboyM gQofGyMobmsb6 Ed BmdmambayMa Bymds 
BMIMAMbAVM RoJGyMobmob. ImemogmbayMo RoJGyHam ao@dIm3gdqjema Jbm3omo dgo- 
damgdo mMasbodgayema oymb MmamMy3 mabyzoMyeo, IMMOBMbGHosmyAGo ~manjgom (Ioa.: 
Bd Loygybggd0b5 ws seEmMdabydob g8mJob wsbs3gmy7Ho 8memagmboab bodyd9d0), ob 
BMIAMAMbaYMO, 39MBOZoMYMO 8Hab 080M (Ioa.: 939(3M0 Leomob ImemogmbaxMHo 78m ,ob 
mbdByemgd9d0). sdagoMo asagdom, ,bymdo" BoMIMEaYE LabG®yIob ymMemsGyMo (36gd9 
— BoMHdmbaxy~mo bymdob Rodmyomnadgds wojogdaMydyemos doymMym-dabmMymoa 8omdmbo- 
yoo Lab&gdob gmmMdamadsbosb, bmaom gmemagmbayMn Bymds — ImMe@EsmyMa BoMIMbaxyEmo 
Lob®gdab 3ymgbamadoo. 

Mo3 dgg6gdo Rod GyMob, (36mdom~mos, Gmd dobo bobg9d0, 80M39~@ Moado, bdoms Mo- 
Me Jomdab dabjm@Z30mM aosbaMhg30: JaMbdosba Es AMsgoembdosbo. AMogoembdonsbo god 8yMoab 
8039db 30 dybozomyAM Jbrgamda bdoms gQy7b4(30mbs~@mdnb dabgwm@3;0mM, bdomse gAMMdsbgIm- 
m6 dadsMmgdabs @s Joma Ammoab Jobj~@Z30M 9965b63039696. 

mob5d9eEMM39 AybLogmEmansda BJoMas@ss CESdNdSZqIdqMO HMMs QofGyMoabs wo 
bdoms Rod HyMymo Hyb4(30g9d0b dgbobgd. AMogembdoosba Jbm3gomoab dadowagbgmo bdgdob 
R764(30960 abgm039 dbad3zbgmmgoba 8oMsdgGMos AgbagomAMa Jbmgamoabs, MmammMay 
RNEJ30MbsEMmMds BoMdmbosbs Go AnbogomyAM |mMMdodo. Ahogo~mbdosbmdob ey3mMdgddo 
bdgd0b aqbq(309d0b AMogemagzeMa dodoMmgds a363~@g9d0, Mo(3 L&omymo doh3ggbgdcmoab 
dbad3bg~mmdob odgbb. boMImeEagbam dmbbgbgd0do gobbamymns JoMaymo boggmgbom 
Logommdmgdob dybojgomyaMa Jbm3amoab daMomsw@n JsmMasbodgdgemo 8Mnb(308980, bIoms 
RN6J(309d0 CS MME 8MEnQmMbaYyMn IMogo~mbdnsbmdob yYmMMdOM d9do0. 

adabsmg3ob, Md aobobsdm3Mmmb JoMaymoa ao~mdab ImmogmboyMo IMo30mbdosbm- 
dab mmMasbodgdob dmogoma 8Mnb(303960, dodbobdgbmbamee@ dogohby93m bomMdIm3go@anbmm 
DIMMayemoa 36(399(309, MMIAQEMbI(3 3n%bn9M9dM Eo MMdmab boo34d39e~d 93 d939(3@9d0M 
Agg6o wgdyengdgdob bomdmfgbob. 

Md3O980M3ZIMsO aobgobaMs3mM 8MmagQMbaYMa AMogoeE@mbdosbmMdaob Amog0M dJobobo- 
S9JdEMVdbL. 8mMEagQmbas AybagsmAMa sbHmgbygdo0b abgm bLab&Job bomdmo@agbb, Mm- 
dgmbo(3 IMozgo~mbdosbmdnb Mygomobos300bmgab aoMaggymo sdmbogomo 8Mnb(308960 @o 
dbo F\gMycmoa Lodyoydgd0 aoohbos. ImmagmbayMma god ®yMob dgdeoga daMamse@ &a39db 
aodmymaggb: 1. 89 H9MmMBRmbo9; 2. adaGo30yMa Imemngmbno; 3. Log0~@oebb630 mgdoobo, 96 
BME FMLA QE (BmedgemeonyMa) 8MMogQ\mbos Co 4. BoMyemo 8MmMg\mbos. doxybj~w@s300 
8MEMIQMbayMa sdbMHmgbgdab asdmg~mgbab AMogomeagMmg3obo AmMMAQdn0bse, 3memngmbayMo 
Imgemgbgda0b gqdgdeEgdmyMa 8M0b(3080 JomemmMea MMs, M973 dJgbodsdobo@ aobbodm3Mo3b 
8mmMagmbaab asagdab mH aosbbbgo39d6qm ymbi3ga(300b. (36mda~m0 Ayqbagmeman ayemoo 
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J3OM309MZ9 ghab qbmegdb dg~rmbyMHo Gosob Immagmboob, bmaam IAgmMygb — 3md38e~9- 
IqVOGHoMyE-adoGo(3oyMb.! 8oMZg9eda — AgeombyMma Gadsob ImmoagmboyMm mbodqmygdgddo 
bLobyabo mgbobob Masmnb do EoZo3dnMI{d yeas DIMMENYMsO AQMMIQdqNE AqbozoemyM 
SdbMMsb, MMIAGMA’Z Mam AMo@ sMbgdmMdb Es MmMdmoab asbgamsMQd0(3 bMMH(30g~@mea Ido 
Abo jzocmyM FobomMdmaddo. dgmMHy Goddo — 3mMd38mgI_GOGoMyem-adoGho(3oyyHo 8Memogmboab 
bod4ydgddo bobyobo obMa di30M] dobdGodob boddmemm-mgdgd0mM g7dbsmboMe@gdo wo odo- 
8d, Lobyoba mgbabo dg~mmbyMHo Godsab Immagmboaobsasb LHymnse@ go6bb6303984@ 439- 
Mam ds EMMaM bo3h(39do 3aMsM~@ 0. 

Igmmbymho Gadob Immagmbas obAMMaymoo 8oMZggqmoe@noe: 030 :emabeo Jd Wobo3emqm 
J3MMdy7em0 BHM gbaYmMa DMogombdnsbmdob asb3nmoMgdab bobyob 98o3b9, Lb3go@obb30 
boembab QmmgmmmMy~m IMozgo~@mbdosbmdsdo ws smdmbo3gmgm A3MM8ab Jgqy6gdob doma- 
JoCn@ joemjM GHMoC0(309ddo dgdqdoZqdqem AMogoembdnsbmdob ymMdgddo. dom drmob, Jo- 
ANAM HMHoeoai30y~m Ihogoembdosbmdsdo. 

Logoma3gmmb bbgo@obb630 Lodasmmdmm &Mo@a3oobes (Lodasmmdam Lb 3me~ob) ©, 
96939, gMao G®Mosea30ab L6go@sbb30 L&omoab (Lows, 30003 969d4en0) bndyd9dd0 dhogo~mb- 
dasbmdob Lbgo@obb30 gmmMds a3zb3e@ 960 — 8g8 MmaAMbaymo@sb May@™ ImemndgmmeooynMH 
Lob9d@9, bdoms aomoygoMg@nabgdome ws bdgZddn MAGI sMogMM|A30MM3bgd0m. 

JoMoyma boeggemgbam boagsmmdmgdab dmogembdosbmdob ammdgdob dmho3goem- 
RB9IMMBZbgd0b ~Ca~n sddmaSjeab daxyybgj~@o300c (s(3, bo3gymmng dmoegemo 8obanb dgmmeo- 
Mo bobobob asbbb3039dqem0 Lohim ymames asbinMmdgdyemo, oan Lb6gs 6d9d0q(3 sobobgd0 
@od bdgdb dmmab MaGHIYorma CS ObH MZ YMHa BomMenabs3aob aobbb303q9d4qem0 amMdgdb 
65mm d6ob), y3gmmo bobabs wo b&oamab bLoasmmdgmoa dgmmbyha Sod80b Immagmboosb 
gdyoMgde: gmddsmbagneb ym3gmmsgob yog3h boaydgmoe@ boabsbbom de3qdqemo, gmamb- 
dosbo dbo Igemmeanha QMMdQm|d0, Jsmdo sMs Jomemme Ims30MH0 sbMHos 39c0dm(399y- 
CMa, SMsd{@ 3Mb6(3g6HMaM|dyeEm09 ab BobsdaMMdg|d0, MmdM|d0(3 IM(3g9d4~M0_ JFMabdosbo 
Imegjmob dmhogombdasba bmm3dgbbdob dodoMmymgdsb aobbobm3Mo396. bogosmmdmoab 
AInbogomynMa gmddsmba30o y3gmo bdoda Ag~menyMn asbgamseMgdnb jobmbdomdagMgQd90- 
Bo MMagbGHaMgdyem0. L6g0a3oMo@ Mmd 3gHM]3o0m, 3Md3Mba(300b (396GMdos Amos30MH0 B8ob- 
30 @d AybogomyMa Jbmgomob oagdob 8Mnb6308960 y303dJOMe@ Jd9 Age~mbab mgabgdgd0b 
LH 7M Ed Jz0Q0M BoMIMAQbsb. Dow ga0@ don~rgds BmMEMadgmmeEn yma AMos3gombdosbmds, 
boe@o(3 8mendg~@meony_Mmdab asdmamgbob ymMdgd0 Lbgs@obb30a30Mn0: Mobdbemgd0 bd5- 
do, dgndengds, 56~@976~696 IAmog0MH0 Boban ExydemnMydob (Igdm{dge@o0b Lymes, dog. 1), 96 
ga sbegbogh oydmoaMydob, dgmMy] 30 Logo dg~mmeanm bobb sgameM dab (Joa. 2), 36 
aymb IAmog0MHo0 Bobgob g0MnsbGo0, Im(3gd4yjemo0 Bobgob dgmmeanmo Jobomoa@sb asdmdgnb- 
omg (doa. 3). 

smbadby~mn~@eb asdmdgnbsMy, 8mmagmboayMHn asb3gameMgd0b 8Mnb(308960_ boao- 
C™MMdEMIddO WoZo3dOM{dyEns Z9Mns:HGyemmdsbosb, Mmdmoab bobg960 (339EmgEd0e@00_ Lb- 
300SL639 L3gmmoab (Lag Go3bm3ge@ob b3mmo, dgdmdge@ab bygmmes, ageomob b3mmos) Co 
Lbgs@obb30 Loomol? (bows, gsdd3969aqem0, gFMgemo) bLoasmmdmy|ddo. doamed I@aMmo- 
CNS JGMogoMo BMonb(3080 — a|sdgmMgd9 asbsbengdam, 39Mnsb8 yen bsbq(33emam, a9dd396- 
goon. Loasmmdmoab 3mMdo sagdymos wobMymgdymo bsagdmdgdob msbd0d~@973MMd09, 
KodZ3b9, Lowo(3 MoMM|yYE@o bsagdmds bdoMsee@ bobyobob, o6 MmdAgmad) AQbEoab 30M06Hb 


'AmGagoenbdns6mdob IgmmbyMa 3mb6(39Q(300b boMdmAgbsb gdmgbgd90 aymons g3EM3Z0dMgob Msde@gbodg bsd- 
ado (ob: Esgqoxumosa, 2004, 2005; Esyoxumosa, 1983; Esgqoxumosa, 2000). 
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bomMdmowagbb. 

adAG930YMMd9 JoMoyono ao~mmodonboms3oab wodobsboomgdgmo oM oMoab. oMs domme 
0d dodg bab aodm, md adoSo(300b 8Hab(3080 4(36ms JoMaymo dgbazo~myMa 00Mm369d0- 
Lomgob (Gabo wab&yMo3oo JoMayemo Aybogob QBmm3zmmMymo 60874980). oda Gs(30%e- 
d0O9 woMab MAdo MoZ0@ y,aobodMogomMbdnsbydgema" Aha gyE@mabL — dmogoMa Dg~mmeanMo 
Bobaab dSbqdnm(309 BobsoMmdgayeno. Aggy7EMgdMn3, AdOGH9(304MO 8mMEMagQmboaab dmoegemMo 
aod38ymba — Imgmg dagmama mg bab, o6 Mode gb0d9 dsagMosba Jm3m] ImMBoago aobbod- 
MgMo3b aAosbgameMgdob ag~geb, Mmdgmayy geRwyWdbgdo Dg~mmeay_ma 8Me3g9bob sms BmmMo- 
BMHGHomyAM asdmagmobydob, oModge@ Im3qgdyenn mgdo-mgboabab, bdo~sb bdodo as~ws3qdob 
ada Ho(300b abam, Mama BmbHModyb4Gob, ba33g96(3agdabo wo gobmbyMo by93396(309d0b, 
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TAMAR CHKHEIDZE 
(GEORGIA) 


FUNCTIONS AND ROLES OF VOICES IN THE PROCESS OF FORMATION OF 
POLYPHONY IN GEORGIAN ECCLESIASTIC CHANTS 


Modern theory of music distinguishes the notions: scale and texture. In the opinion of T. 
Bershadskaya, a renowned Russian musicologist, arrangement is the logics of the organization of a 
musical tissue, and texture is the external side of its realization. According to this theory, there exist 
only 3 types of arrangement in music: monodic, polyphonic and homophonic (Bershadskaya: 1978). 
Polyphonic arrangement is not identified with polyphonic texture; and homophonic arrangement does 
not equate to homophonic texture. A tissue, realized in polyphonic texture, can be organized as linear, 
with horizontal logics (e.g., examples of Western polyphony of the Middle Ages and Renaissance 
epoch) as well as with homophonic, vertical principle (e.g., strict-style works of the polyphonic epoch). 
With such understanding, "arrangement" is a correlative notion of harmonious system; formation of 
harmonious arrangement is connected with the formation of major-minor harmonious system, and 
polyphonic arrangement belongs to modal harmonious system. 

As for texture, its varieties are distinguished, above all, according to the quantity of voices: 
monophonic and multi-part. Types of multi-part texture, in their turn, are distinguished according to 
the functionality of voices in the musical tissue as well as according to the interrelationships of voices 
and to their roles. 

In modern musicology there is a well elaborated theory concerning the texture and textural 
functions of voices. Functions of the voices constituting the multi-part tissue represent just as important 
a parameter of the musical tissue as functionality is for the harmony and musical form. Among the 
forms of multi-part music , there occur many various relations, which acquire the importance of 
style indicator. The presented report discusses main organization principles of the musical tissue of 
Georgian ecclesiastic chants and functions of the voices and their roles in the formation of polyphonic 
multi-part singing. 

In order to determine the main organization principles of Georgian polyphonic multi-part 
singing, in our opinion it is purposeful to present a theoretical concept that we share, on the basis of 
which we put forward our provisions. 

Initially, we will discuss main parameters of polyphonic multi-part singing. Polyphony represents 
such a system of musical thinking, which possesses certain basic principles and artistic methods for 
the realization of multi-part singing. There distinguished are the following main types of polyphonic 
texture: 1. heterophony; 2. imitative polyphony; 3. polyphony with various themes or contrastive 
(poly-melodic) polyphony; and 4. Hidden polyphony. Despite diverse forms of the manifestation of 
polyphonic thinking, there are only two basic principles of polyphonic phenomena, which determine 
two distinct concepts for understanding the polyphony. The famous musicologist Yulia Evdokimova 
calls one of them polyphony of melos type, and the other — complementary-imitational polyphony.'In 


lYulia Evdokimova's several works are devoted to show forth the melic concept of polyphony (See: Evdokimova, 
1983, 2000 2004, 2005). 
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the former - polyphonic pieces of melos type realized 1s the initial thesis, melodically connected with 
the formed musical thought, which really exists and which is developed in the musical work. In the 
latter — in the samples with complementary-imitational polyphony, the initial idea is expanded in 
small symbol-themes and that's why the initial thesis develops in a completely different and sonic and 
temporal space. 

Historically, melos-type polyphony is primary: it 1s revealed at the initial stage of the 
development of European professional polyphony, in folk polyphonies of various peoples and in the 
forms of polyphony elaborated in Orthodox traditions of East European countries, including Georgian 
traditional polyphony. 

In the samples of various styles of Georgian chanting traditions and also in the samples of 
various styles of the same tradition there occur various forms of polyphony, heterophonic as well 
as complex poly-melodic varieties, with crossing of voices and rhythmic heterogeneity of voices. 

In spite of a great span of the forms of polyphony in Georgian ecclesiastic chants (which 
is conditioned by different complexities of the melodic sketch of the main melody, spreads onto 
the other voices and creates various forms of rhythmic and intervallic coordination between the 
voices), chants of all types and styles* are based on the polyphony of melos type: composition is 
always based upon the preliminarily given, ready one-voice melodic formulae. They narrate not 
only the main idea, but they keep concentrated the preconditions, which determine the direction of 
polyphonic realization of a given one-voice model. The musical composition of a chant is oriented 
towards the regularities of melodic development in all the voices. In other words, main tune is 
the center of a composition, and the principles for constructing the musical tissue are connected 
with the full and clear presentation of the melos features. As a result, obtained 1s poly-melodic 
polyphony, with various forms of its manifestation: main tune can be doubled by accompanying 
voices (Shemokmedi School, ex. 1), or be doubled by only one of them, whilst the other will 
develop another melodic line (ex. 2), or there may be a variant of the main tune, proceeding from 
the melodic material of the given tune (ex. 3). 

Proceeding from the above-mentioned, the principles of polyphonic development in chants are 
connected with variance, the types of which vary in the chants of different schools (Svetitskhoveli 
School, Shemokmedi School, Gelati School) and different styles (simple, ornamented, chreii). 
Yet, the main principle is stable everywhere: repeats with renewals, variance modifications, 
ornamentation. The form of a chant is built on the consequence of finished constructions, chain, 
where each construction often represents a variant of the first or of any of the previous stanzas. 

Imitativeness is not characteristic of Georgian chant, not only because the principle of 
imitation is alien for Georgian musical thinking (to which testify Georgian folk examples). 
Rejection of imitativeness is conditioned by the nature of the unit "to be polyphonized" — nature 
of main melodic tune too. Usually, main impulse of the imitative polyphony is a short sonic thesis, 
or a short motif with several sounds, which determines the idea of development, based not on 
the horizontal manifestation of the melodic process, but via transferring the given theme-thesis or 
symbol from voice to voice by means of imitation, complex counterpoints, sequences and canonic 
sequences, repeated canons and motive combinatory techniques. This determines formation of 
melos via diagonal development. All of the above-said contradicts to the principle of melodic 


“In connection with the chanting styles of the Georgian chanting, see a more detailed source, Jiki (Svimon) Jangu- 
lashvili's dissertation (2011) . 
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development in Georgian chants and rules out the unity of melodic thought, which, as it has already 
been mentioned, is a primary set of conditions in a chant. 

Let's now deal with the vertical parameter of interrelation of voices. Multi-part tissue is known 
to function with correlation of horizontal and vertical parameters and sometimes with diagonal one 
alongside these. 

In Georgian chants another important principle coexists with the principle of horizontal 
development of melos, — the principle of constant coordination of the other voices in vertical with 
the principal voice in top voice. Leading role of the top voice in the formation of the polyphonic 
tissue of a chant is confirmed not only by theoretical research in Georgian musicology,*but also by 
the names of voices and by the remarks and opinions of chant tradition bearers.’ 

Principal voice is called mtkmeli and the names of the other two voices show their relations 
with the principal voice and their register subordination: bottom voice is called bani (bass), 
middlevoice — maghali bani (high bass). Both of these names show the function of vocal tuning, 
matching or coordination with top voice. As for the adjective 'high,' it implies sounding in an upper 
register in comparison with bass (the latter sometimes nicknamed ‘low bass' too). Thus, the textural 
functions of voices differ from one another, according to the principle of main and subordinated 
units. T. Bershadskaya calls such type of polyphony different functional or homophonic polyphony 
and links it with the sub-vocal (podgolosochnaia) polyphony (Bershadskaya, 1978: 17). By all 
parameters, this term is also relevant for the texture of Georgian chant, where the features of 
polyphonic and homophonic texture are revealed in simultaneity. 

The textural function of voices (in this case, coordination of one main tune with the other 
voices) are shaped quite evidently in other Christian polyphonic traditions, too.°Special mention 
should be made of Russian three-voice "minuscule polyphony", where the voice substituting the 
main tune is called 'road' (nymb), which shows and investigates the main way, and the other two 
responding voices place it between them and tune the sounds from above and below according to a 
certain law (Konotop, 2001). 

Such a functional binarity of voices — independence, on the one hand, and, constant coordination 
with a preliminarily determined tune in one of the voices (in the Georgian tradition, in the upper 
voice), on the other hand, is a new form of interrelation between horizontal and vertical parameters. 

In Georgian chant examples, as well as in other polyphonic traditions which reveal the 
parameters of the melos concept (e.g., West European polyphony until the middle of the 12" 
century, Russian "minuscule polyphony"). Three-part singing is formed by the following voices: 
the principal and one accompanying, one principal and the other accompanying. In Georgian sacred 
chants such pairs are formed by: top and bottom; and top and middle voices.*Just like Georgian 


>About the presence of the main tune in the first (upper) voice please see M. Ositashvili (1983) and D. Shugliashvili's 
(1991) works. 


*Polievktos Karbelashvili describes peculiarities of organization of the musical tissue of chants with much exactitude 
and artistic imagination: "First tenor has the basis of chanting, it goes in front of modzakhili and bani just like a good 
mother, whether it be high or low" (Karbelashvili. 18xx ); "The main attention must always be paid to mtkmeli and so 
do we, too" (Karbelashvili, 1898). 


Cantus firmus (unchanged melody) or vox principal (principal voice) and vox organalis (accompanying voice) 


In the forms of the early polyphony of Western Europe these pairs were created with the coordination of lower and middle, 
lower and upper voices between each other, and in the samples of Russian polyphony (in so called verse line singing or "ctpou- 
Hoe neue"), where the main tune is carried by the middle voice, the pairs were middle and upper, middle and lower voices. 
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chant, Russian polyphony ("minuscule polyphony") 1s also formed by matching two pairs of voices: 
bottom — road and top-road. 

In melos-type polyphony the variant of the accompanying voice initially appeared as melodic 
improvisation of the main tune of a chant, imprinted in the memory of a chanter. The accompanying 
voice is a reflection, an echo of the principal voice. This is why in the texture of the Georgian 
chant the coordination of each accompanying voice with the upper principal voice is always 
evident. 

The vertical is predominantly co-sounded. Coordination of voices in a chant is strictly 
controlled in the fifth and octave. Free movement of voices has a sectional character and is strictly 
within an octave-fifth frame projected in the vertical, with the embroidered melodic ornaments 
just like on a scheme. Units of this frame, consonances coordinated in the vertical — octave-fifth 
supports in plain-mode chants are concentrated under the punctum contra punctum principle, and 
are distanced in ornamented chants. In chreli chants the distance between the coordinated sections 
in the vertical is increased. There encountered are such large intervals that the action of the vertical 
parameter gets down to a minimum. Such sections represent relation between main moments of 
voice connection and the balance of vertical and horizontal coordinates. 

Thus, for Georgian chants the organization logics of polyphonic multi-part singing can be 
formulated as follows: 

The formation process of polyphony goes on linearly, the material for this process is provided, 
by melodic (semantic) lines, which seem to be equal at a first glance. Each voice (especially, in 
complex polyphonic forms) has its own path of development. At the same time, in the poly-melodic 
tissue of a chant, top voice which performs main tune, always keeps the leading importance, never 
changes its position in reference with other voices and can be functionally distinguished from them. 
The melodic material of the voices is submitted to vertical (synchronic) coordination and has a solid 
support in the form of the octave-fifth framework. Thus, in the Georgian polyphonic multi-part 
singing, the vertical appears to be the basis for voice correlation, and the horizontal, the method 
of its formation. 

As it becomes evident from the presented analysis, the polyphonic multi-part singing, 
established in the Georgian chanting tradition, is characterized with specific features, which can 
be traced in chants of all styles; this means that these specific features are preserved at all stages 
of the historical development of Georgian chant. At the same time, in West European professional 
music (9"-12" centuries) and in Russian chant tradition (15"century), the presence of similar forms 
indicates that this is not a temporary phenomenon (connected with a stage of development), as it 
was considered only when dealing with the development stages of West European polyphony. It 
is vivid even in the chants with extremely developed polyphonic texture, such as Georgian sacred 
chant. 


Translated by Mikheil Gelashvili 
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Agenmboa ({AHmMssH0b Agemmbob goemmds, GMI9em0(3 o@Ebodbyemos 6938940M ~ws GosmMbGo- 
bjnbom, MMde~mn(3 bsb6gMHamMs 5% Jdbmame Agemenob mds, 5%589e bb635 wsdobsbo- 
omgdgmo 530b9694%96960(3, b0939d0b 0g6mMm0M d0b 306909); Mow@asb BoMsemgn Ed 
J98AMQMb0S adyMaR9d9 fA3g960 ob& Mgbob (3g6GMHda, (36oe@00, MMagZgqb ~wybao dogodyMm 
ynMs@mgds; gMan dbMng, M30 39/3960 DgZobMy~M Aybazo~myAMa doasmanmn IoMo~msg- 
ab 8G548og0b JobjeE30m, 6eEd Jngbeom 8Hmr39OyMSb (MmdAQ@AZ JH dsbaMLIAs 569%; 
6630 boy3gd0m, 89 dfoMeo 966 ,Age~menal dyabododob 69309609 smemabomsdymo 6 89d0b 
505H.5(305, (569M Cd 6939:H0 9EI530M0 Od 051535070 B5CM45 Co 5% OLMbD 56 Gs 
am 0689350980") (by%.1) 

d5Hsemsg0b 39 bobom AgbMymgds, G3 (Agdo sbMHom) YRMM seEZ;omos@ aoboageb 
boob dgbogab B3e@mdob, ao3bmdagMgdobs Ed abGy{M8M GBo(30abMgab sxy3a~g|dg~™ Y439- 
ms AybogomyM Ed gbagGHajZqM gmmgQdgbGHL, BgmdsMHgbaMadyemoa oym bobyab 6m 83000, 
Loddmenbdgd0b mobdode@g3Mmmedob 439d womoMym BoMomogob y3gmobg9 Dbad3bge~mm- 
356 &gJb030d0; MMamMM DJo3gyeagm eo |93dNQMMM gb g~mgdg6 8 9d0 wo aobbo3zmMyJd0m 
8oMdM5B0b GH yJ6030, Hob D3e@gmmdobs3 obese amogodmdm? gb (3~@o WsdYyoMydyemons 
Iybagab Loge dab b3q(30g034M0 ~CsdbdsM] Lodyomydgdnb (3m@bsd9, MMIAKemMsI969(3, 
9.6. mfamgJmbab dMHdo~m0 y3B9mobJ IbodZ6gce~mmZ060 aym (Lym. 2). 

dgmM9 dbmog, 898MmMgAMbo0b 38M~m39bo (Fo bsboambob dab90@300) bomdmow@agjbw@s 
{AM3oM0b Agmmenob gommdosb 693d960M5 ws Agemeo00b Bmdq9d0b bmGoM Jd0m, 
do8MbGobgobobs @s mgbg0bob s@mbadz60b g0M9dq es wogydbgdymns of bm ab 
6569079409, 0509 J39d GnbgMo~ 8984 (49468 09 (by. 1). 

Mod dgz0K9dMM, Mabobmba, mogabo HIMMaYE HMHs4GHoGHab d6me~mm bobommob bobo- 
wo~gdodo (JoGG&og0 bo&y39d0m) SddMdbL, MMd BoMomego 39M N9MHbgdg9db d7q8MMAMboob 
aoMgd9. MMamMM3 9339 0~@3bodby, MMnanbsemyAM dgmdby~m Boqb&do ob oygbgdb obgm 
cenbsdayM BIBsL MmamMoa(300 GLCEDYVDLL, 973, YOMo~mme, badbs3b, Gmd mMHag3q &94b0- 
go MoM IML dgyqQamgdyeos. dg doggw@o dadw@ga sbModeg: HmamM dyagad~@mos aognamo, 
9O369MMa Ed, aobbo3ymMJd0m, IJgZebMy~mmm gb ,dgyq~mengdo" Iybagom AM & 9Hdnbgdd0? 
dgbod~me, od abam, MMdmams3 IM(3g9dqE AybLogomyM doasmoanda 3(3e@0~MMd BoMo~mMg- 
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abd Ed A978 MMgMboab 39M 39MM ZoOHMogbgdob wos Joma AMHA~CGCMMAmMa JgbMmymgdab 
Aggb9d0b. Ameagbs(3 80M39e~m0 bdo degmob domoeemog hb (s6569bb) @o damm] bds sdemgab db- 
meme dI8MmMg9Mbo0sb (Ho odo bee, b9dabdagmo &gJbGoo). dgbod~me, gb oym, dqbago- 
Loe@do bye~m di30M9, Lonb& Mab Eo Jq8o9eO Cows Hag3yMa dob%sbGHayMa dawamds 3me~mo- 
ambaxyMa dgabmymydoboe@do (doa. 1). 

LodmMmmme@, 39304MMd: oMab 30 ,8mMmagmbos" OsmoMyemn dodsbGHoyM ,dmbmam- 
Bosda”? gb aym bogambo, Mmdgma(3 Job~Cme@s —90Md933m00 BoMdmeagbom dImbbybgd9d0; 
dodabs3 30, My O9dmMM ADmygebam@mo Agdo dmbodMy7d9d0 aoboagdsm@ss ImbBme dye, J33- 
mgg3Mgd0bag0b bbgbgd4ye0 Lozgamba, Lodmdogmme, donbi3 Mos~@ MAgdso...... 
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ACHILLEAS CHALDAEAKES 
(GREECE) 


IS POLYPHONY HIDDEN INTO BYZANTINE MONOPHONY? 


While everybody knows what either "Polyphony" or "Monophony" means, the question about 
the existing of any "purely polyphonic" or "purely monophonic" cultures in the world remains still 
open. 

Byzantine Music has obviously such a "purely monophonic" tradition: it's the modal and mono- 
phonic Greek music. It extends as such a well known monophonic music over two millennia, from the 
first century of Christianism's expansion up to the present day. Since the mid-tenth century, same music 1s 
exclusively transmitted by means of a complete and self-contained notation system stemming from Greek 
alphabet. We know and study it through approximately seven thousand musical manuscripts, containing 
the creations of more than a thousand Byzantine and post-Byzantine composers; all of its above-men- 
tioned components, the notation, the compositions, the composers, the music itself, are widely recognized 
as a typical example of a purely monophonic music tradition. 

Even though, among such a "monophonic" tradition one can observe some theoretical testimonies 
like the following one, written during the 16" century by a monk born in Zante, who's name was Pachomi- 
os Rousanos; he wrote a sort theoretical treatise, an Interpretation in Music that I have recently published 
in a critical edition (Chaldaeakes, 2015), at the initial part of which one can read that, 

The one who wishes to understand the music, with the help of God, ought to know that first he 
should be aware of the steps’ initially datum intervallic quantity and how these steps are ascended 
and descended and on the one hand use his mind to count them and on the other hand use his 
voice to chant them; without the first, someone could not decently achieve the second; he would 
rather be totally incapable of doing so, as anyone chanting without implementing this method, 
seems to be walking in the dark. Therefore, the chanter should firstly predicate the pre-defined 
mode and hereupon commence chanting, because this mode predication is the basis of the melody 
that is about to be chanted; for it is the beginning or Ison as described in technical terms, as 
well as the corresponding ending of the same melody. The establishment of the mode is critical 
for the procedure of Parallage; Parallage is the counting of the steps and chanting constitutes 
their quality, therefore the one cannot exist without the other; to be more clear, Parallage is a 
simultaneous counting and qualitatively chanting procedure. 

Allow me here to move on with some additional explanatory comments on above passage: 


I 

The one who wishes to understand the music, with the help of God, ought to know that 
first he should be aware of the steps’ initially datum intervallic quantity and how these steps are 
ascended and descended and on the one hand use his mind to count them and on the other hand 
use his voice to chant them; without the first, someone could not decently achieve the second; 
he would rather be totally incapable of doing so, as anyone chanting without implementing this 
method, seems to be walking in the dark. 

e with the help of God: The reference, at the beginning of every text relevant to Byzantine 
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Music Theory, is stereotypical; see, for example, the beginning of the so-called pre-theory of Pa- 
padiki (: Beginning with the help of Holy God of the Byzantine Music neumes ...); in addition, one 
could observe the very same phenomenon at the beginning of any Byzantine Music typical score 
as well; see, for instance, the stereotypical statement of the initial inscription at the aforementioned 
type of a musical codex known under the name Papadiki or Anthology (: Beginning with the help 
of Holy God of the Great Vespers ... etc.). As it has been written (Karaisaridis, 2013: 276), “for 
Pachomios the conquest of Art, the occupation of Music, naturally has a transcendental character, 
has a first requirement: to be with God. This is because knowledge of chanting and succeeded is 
donation above and is provided at the option of requester. The naive option, the thirst for learning, 
and the toil of study cause the divine provision ”’. 

e to understand the music: The use here of the expression “to understand” (in Greek words 
is written through the prepositional dative «év kataAnwew) is so dynamic and multidimensional, 
mostly with the semantic connotations in dispute; in my opinion, it is possible to be read either as 
energetically [J comprehend Music| or as passively as well [J am completely overwhelmed by Mu- 
sic]; according to the latter case, it is implied here a totally remarkable description of the phenom- 
enon of a "musical catalepsy", that is a feeling of being connected to Music same way like being in 
a "musical ecstasy". 

e he should be aware of the steps’ initially datum intervallic quantity: The term “voice” has 
lots of meaning in Byzantine Music Theory; however, it seems that here is totally relevant to the 
meaning of the chord, the step, especially the intervallic quantity between the steps of any musical 
scale (made by any specific mode), only on the basis of which the chanter can safely attempt to 
either any ascending or descending movements of his voice (: how these steps are ascended and 
descended). 

e on the one hand use his mind to count them and on the other hand use his voice to chant 
them: The mentioned harmonical coexistence of the two basic stages (Parallage & Melos) of Byz- 
antine Music study is very interesting at this point: one has to Parallaging mentally while Chanting 
or (vice versa) Chanting while Parallaging Mentally. 

e anyone chanting without implementing this method, seems to be walking in the dark: 
The hagiographical reference “if the blind lead the blind, both will fall into a pit” (Mth. 15,14) is 
perhaps hidden here. The term “dark” is written in Greek text through the word «oxotounvn», such 
a rare word, which one could find only in relevant hymnographical poems. 


2 

Therefore, the chanter should firstly predicate the pre-defined mode and hereupon com- 
mence chanting, because this mode predication is the basis of the melody that is about to be 
chanted; for it is the beginning or Ison as described in technical terms, as well as the correspond- 
ing ending of the same melody. 

e the chanter should firstly predicate the pre-defined mode and hereupon commence chant- 
ing: At this point we have such an interesting description of the procedure of the so-called intona- 
tion formula of any mode; same procedure has also been described in relevant previously known 
theoretical treatises, as for example the one of the so-called Agiopolitis: When we are going to sing 
— or to teach — we must begin with an Enechema. This term denotes the introduction of the Echos 
— ananeanes, for instance, which means “O Lord, forgive”. The reason (of this invocation) is that 
whatever begins ought to begin “from God” and to end, as well, “in God” (Raasted, 1983: 11-28>). 
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e this mode predication is the basis of the melody that is about to be chanted; for it is the 
beginning or Ison as described in technical terms, as well as the corresponding ending of the 
same melody: Here, the successive usage of the terms “basis”, “the beginning”, “Ison”, “end”, in 
combination with the periphrastical expression “in technical terms” (which should clearly be read: 
according to Byzantine Music theoretical standards) they directly refer to the following reference 
of the so-called pre-theory of Papadiki: “Beginning, Middle, End and System of all the neumes is 


the Ison” (Tardo, 1938:151; Alexandru—Troelsgard, 2008 & 2013). 


3 

The Establishment of the Mode is critical for the procedure of Parallage; Parallage is the 
counting of the steps and chanting constitutes their quality; therefore the one cannot exist with- 
out the other; to be more clear, Parallage is a simultaneous counting and qualitatively chanting 
procedure. 

e the establishment of the mode is critical for the procedure of Parallage: At this point a 
particularly remarkable "connection" is mentioned: it seems, firstly, to be reflected to the obvious 
correlation of the so-called "Parallage" procedure of musical study; the competent polysyllabic 
steps are mentioned here, through which one could perform any mode's intonation formula (the one 
that was described just in the previous sentence: the chanter should firstly predicate the pre-defined 
mode and hereupon commence chanting); secondly, however, and according to what in the rest of 
same sentence is stated by the term “chanting”, what seems to be implied here is the final stage 
of Byzantine Music performance, the one of the so-called "Melos", according to which is indeed 
estimated “the quality of the voices”’; yet, while we follow the thoughts of the writer of this theo- 
retical treatise to proceed even further, it is directly ascertained that in the already formed afore- 
mentioned dipole “Parallage-Melos” (: the one cannot exist without the other) the procedure of 
"Metrophonia" is also implied; from the last, but cleaner, reference, the aforementioned possibility 
of understanding the meaning of “chanting” as Melos seems to withdraw and the following simple 
(and vice versa written here) quotation takes its place: more melismatic and melodic performance 
of “Metrophonia” (“Metrophonia according to a qualitatively chanting procedure’’) consists the 
“Parallage”’: Parallage is a simultaneous counting and qualitatively chanting procedure. The very 
strong and inseparable bond of both meanings ("Parallage"-"Metrophonia") which (under a phil- 
osophical and pedagogical notion) it is not only being described periphrastically (the one cannot 
exist without the other) but also incommunicatively (via the important and exceptional meaningful 
Greek verbal type «ovvéCevKktaw»), 1t could (under an imaginative search for possible hidden mu- 
sical parameters in Roussanos' thoughts) be understood more practically as an indirect suggestion 
(possible or able to) of being sounded 1n parallel (according to a Polyphonic way); a musical imple- 
mentation (according to a typical Parallage and Metrophonia reading of the well-known shape of 
the wheel of octaechia; that is vocally ascending and descending a pentachord) would imprint both 
the aforementioned performance procedures sounded simultaneously, according to a totally inter- 
esting vertical parallel development; if such is the hypothesis, the (early) Polyphonic dimensions of 
Byzantine Music (a Music dogmatically known as a Monophonic one) could perhaps revealed here. 

I think that at this point some more explanatory comments are needed: 

I shall use here a virtual Byzantine Music score, a musical example that consists of an ascend- 
ing and descending fifth; the score is written according to the so-called Old Method of Byzantine 
Notation; to chant this particular musical example I have to follow three stages, in order to study 
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and prepare the entire interpretation; they are the already aforementioned three stages, which are 
described as follow by a Byzantine Music theorist, Chrysanthos from Madytos, in his Great Theory 
of Music (pp. 241-3, §§ 69-73): Parallage [that was to adapt the polysyllable notes on the neumes of 
the melody ’s quantity, written, and to chant their continuous ascent and descent, and never the ison 
or large intervals|, Metrophonia [that was to chant the melody of the troparion, as indicated by the 
neumes that notate the quantity of melody only, without observing the indications of the hypostaseis 
and the theseis| and Melos [that was to chant the melos of the troparion as indicated by the theseis 
of the neumes and the hypostaseis, by which is written not only the quantity of the melody but also 
the quality, without ignoring the words of the text]; since stages of Parallage and Metrophonia are 
here the center of our interest, its obvious that I should focus to both of them; so, on the one hand, if 
I try to perform the said musical example according to Parallage practice I have to follow a specific 
kind of procedure (the above one that Chrysanthos has already described, in other words I need 
“to adapt the polysyllable notes on the neumes of the melody ’s quantity, written, and to chant their 
continuous ascent and descent, and never the ison or large intervals”’) (fig.1). 

Performing Parallage that way we can (in my opinion) clearly see, but also more easily un- 
derstand all the musical and aesthetical elements which are prerequisite for the comprehension, the 
knowledge and the interpretation of music, were compressed in the initial score, hidden under a 
sequence of symbolisms, symbolisms the most important of which is technique of Parallage itself; 
how could we approach —and most of all decode— those elements and especially the technique of 
Parallage which is under examination here? Based on the former knowledge of particular teaching 
aids of music, from which, the so-called wheel of octaechia was the most important of all (fig.2). 

On the other hand, the Metrophonia procedure, that (according to Chrysanthos) was to chant 
the melody of the troparion, as indicated by the neumes that notate the quantity of melody only, 
without observing the indications of the hypostaseis and the theseis, is based not on note's names 
but on the subscribed poetic text (fig.1). 

To sum up, what Rousanos is saying in the last part of the above sentence of his theoretical 
treatise 1s (in simple words) that Parallage cannot exist without Metrophonia. As I have already 
mentioned above, at the original Greek text he is using a so dynamic verb: ovCevyvup, simply 
means that both techniques are like being married to each other. I come to wonder: how we can 
understand, describe and especially perform that "marriage" in musical terms’? Perhaps according 
to the way I tried to show in the following musical example, by putting them together in a vertical 
way of development in order to simultaneously perform Parallage and Metrophonia. So, while first 
voice is singing Parallage |Ananes| second voice 1s giving (through, of course, any text) just the 
Metrophonia |e]. This could be an interesting, at least, and very didactic Byzantine Music approach 
according to a Polyphonic way of performance (ex.1). 

Finally, I come to wonder: is there any "Polyphony" hidden into Byzantine "Monophony"? 
That was the question I tried to investigate through the present paper; even though my opinion is 
clearly understandable in what I have already pointed out above, mentioned question remains an 
open one to future researchers... 


Translated by Tamar Chkheidze 
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Leymonn 1. 3oME™M5380 Co 47HM1G}MbId — FMAHOMMYAMsO MBM Cd boMabbmMdMag0 aoc~mm- 
dab 8MmM39@4Mo. 

Figure 1. Parallage & Metrophonia - a simultaneous counting and qualitatively chanting proce- 
dure. 
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Lymsnn 2. mf §mobmbob dmMdomo. 
Figure 2. Wheel of octaechia. 
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dsascmann 1. doMomogobs wo 898m%g3Mbo0b babfmmbyemn dabmymgds. 
Example 1. Simultaneous performance of Parallage and Metrophonia. 
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BIOTIN SHELGN 
(SID) 


ZOMIAMENNLS Vd bADDIOLBANL GMSNIMNIN LSSHNLENZIM NO8NLISIMISS JIIMIII- 
ROL LEMEANL JoMOIIL LodolMsS08d0 


Igbs39em0 

doMorqema bodbdosba bobymnghm gmemagmbos asdomabydemoe@ dd3q96a9MS ~s gb boMmdm- 
dmdb 493M dogamb3eb dabo 3oMdmboabs wo bdomosbsemab dgbob9d. od dg3amb3qdb smoryemgdb 
A3960 B3~emdab Lojzamba mMognbsemnMH GHMoca30sbmsb, Mmdge0(3 dg~m(39 Lowygqbob woboby- 
aba@s6 Esbs3gemyM HmBognbyo go~wo obama Es d(30M] Momegbmdob seam fobsbyMyd0b 
Lobamss Immebyyemo, MHo~@asb x%gM dq(36Md9H9 Loygqbgdo ayr ogMds~myema Maybe JdoMo- 
ggmmdab dagm, d9de ga, jo, 9939 Lowygybgdo, asdomayMgdob 8oMob Donygobs Lodgmms 9- 
yodds. m3@sdg9Mag bowy3qbob @wobsbyaba~@sb Jommymn aoemmdab dgobMym|ds Co 330930 
semmMdnbydob aoba3q@ab. joMas@oss (36mdam@mo, Mmd JoMayema aoc~mmds jo~mmgdb oygbgdb 
DIEMoOAYNMA QBMMINM|d0b Abod3Z67e~md0m. (Stewart, 2005; Lybosd3g0q@0, 2005; sbeofnsdy 3., 
Bbjod9 m. 2008). dsamsd mangMagdn JoMayen bLobymnghmr ~wos/s6 boembyG Aybo3sdo smbod- 
65396 sdo my 0d Lobob wns8mbqGo Zoa~mydob sMbygdmdsb (amamBodgaem0, 2005; consbsdod9 
2008: 469; Arom & Vallejo 2008 ws 2010) 67 aobbb3039d4e0 LoyMe bo dag% dob d4rb5 a9- 
MommMoagoab (330emgdoe@mdeb. gb yormmgdn CWsdmy3n~@goyemns bymdody, Mo3 Cabgyboob boasbb 
BoMdmo@agbb. bmaagMan HMsea3o0yjemo0 JoMoremoa Bymdoab bob&gqdob osbMydb sMomsbsdMoco 
CSIMMIJd4y En bogy_byMgQdomM (amamBod3gaemo 2005; ws 9MJ3060d9 2008), bmeam SmangMongob 
dohayeo ascmmdab Log qd3gmoe@ mobsdoMosdmMydyemn daghomMago (B94 9a9e0 © 390080d9, 
2015)! dosibosm. beads dosag6m Bymdob LobSgdob oMsmsbsdoMn, JoaMsd (339egd9E0 b5396- 
“Mado (Kawai ws bb3., 2005), mydi30 Lbggqdob sbGom, Agbodems, Leymo3 0 sMbgdamdeogb 
oaga(3aM{dyemM AgemmennMH-soMmImbaxyemn babsygdo (Scherbaum, Arom and Kane 2016). 

gommbs wo, aMndse@, bymdab bogambygdab aodmbo330M930@, dg aogoobsemn'dg Bomdmbanbe 
Od bdsmob3cmob L&oSabGo34yMo dmbs(39d960 dadmdge@ab Lymemoab 3mHgdejema~@ob, bsascmmdgdo 
CNdNGMHa B9GsGogeb dogM (443060d9, 2003). daybg@o30e@ bodi3amMabs, gb 3memgd(309 dbod- 
ZB0gCMMBZdbnd, Mo~WaSH BoGHoMo3Z0 sMosMAdyjemns aocmmdab mbGosGoe aocmdab bb6go digme@bgme 
dmmoab wes Mow@aeb dzImMAdge@0b Lygmems(3, Mogab doMn3g, 89GoMoo. od Lobyabdo, Imbsd bse 4dgem- 
dd 33079390 39M asdmogmnbs d30Q0M |ao6b6303969 bdomse ImdMomd dda Lo3ge~@obb30 bo3zoc@ob- 
bo dagmed9, Mo(3 0 seEobSqMgdb CEnsGmbyMo ygarmmgdob M|mMMoaob. 8oMaJom, y3Zgqemo Lame 
doa3obad69db JgemmeanMa wos BoMIMbayEmn FH Abw@ gb (30gd0b LogeMoyem Lab&ydIyM Ameogemgd- 
9, MMdEM|d0(3 dggbodsdgdo MobsdoM 96 Mam|dob mobsd0M boggbyMgd006 daemon yM cwo/sb 
89MAMbaYIEH Lob s&gdob. 


djoom¢on 


| nam@adgocan 548 30(390b, Med ~CnsG\MbyMo dagMomMaan 9099dd 332MGHJdomMs Od 33068 dom, MAGo34Mo 
933032MgOHyMmrdob aoMd9, Myd(30 dabo dagmMsmMnagd0 330M93 boboome@gdnsb bdobws m18o39d0b dbod- 


369emM3960 Bo~moo. 9d 33emg3ab dgmgagoo, Mmdgma’3 AQqQWdbgdo MAGogyMo g79g3039Emg6GHob Admbgy Omro- 
(300b, gMaGogob adbobymyob. 
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domo ym bLoasmmdgmos bambsbyM\d0 bdamee dagbygMgd0 Lbgo@obb30 bodmbob&mm 
(390GMMs6 wogzogdaMgdyem sMbgdyem Lodas~mdemm bymegodb. dgdm|dgeab Lbymme, Mmdgem- 
A(3 d3o3daM {eyes Jgdm|dge@ab dmbsbSqmaob (Cobsgemqm bodoag gem), bomdme@a gboemns 
cmosbemmgdon 200 boasmmdmam, 8700 -deoy mmngnbsemnMa boasmmdmab ombyayjema bam- 
BsbyaMag@sb. 9d 200 Loaosmmdmaewmsb asdm{ggybgoyyemne 18 Logommdmabs wo 11 bog@mgbeb- 
Boom bodmgmab gman jmemgd(300, MAMAdemna(3 3aboMa,9deM9 bodMmd'bq Aqdomdab eEMmb. od 
200-de9 MMagabsemyMo bgembsbgMb ogbgdb 100-da9g sxj~am AhobsbyM0 aocmmdabs, Mmdemgdn(3 
(3M Bo bab bob asndayMs wo aodm|g3qybooo (dqmemnsd30mo, 2014). d9dm{dge@0b Lymemoab 330cm0 
damoasbse hebb 09-19 bogybob Leyemn dasemdmoab 68mb6 cwxnddsdob (1842-1907) aocmmdsdo 
©d sdaGmds3 9d L&omb ,cxwddsdab gormb™ syHrme@qdg96. wxyddod9 bLOogemmd@s Agmdobje93 
Bo 3zodadgbaeb, bmemm Bojgedadg LOogemmde@s wndaGMn soGoMosgobmob. 8o8oMo30d obbo3mo ao- 
Cmmds Mog0b gob, Dodoo 89GHoMogob. dob as~samm 6m qdbq Dodab as~mmds wo 1994 bomb 
ao@ol3o RobsbyM9d0 do~mbsb gM306adgb. g9M43060d9d asdmby3so wo aodmo,g3gy6o obabo 2003 
Baemb. 49 asgooboemndy 18 Logocmmd geo 39 3Mgdjem0@6 (Jog. 1). 

0293 CS80MZ9MO 290(39dyeM0 bagembsbgMa Ladgeoybdo o396y39. a0dM3M0(369 asdgmmg- 
d900 bad(30gddo/dyoemgddo ws y3g9e@o attaca, aoMes adobo, MAMIgmA’Z yEQoMo~omdnb da(33cmob 
AZ969d@s. “‘bmangMan badeyda wobygMa~mns WosdsGydom0 dg9dmeEmnm dobob aobomgddo, asde- 
8M3Z904eM0 CagZbaAM, MmamMM3 gh dr3g9dqemoe 8oMZ9~M Doasmanda. Dbaogh dqdmb39390dG0 94 
do3y930 bg~e@o MM bdab Logsbom gdm badbydb, Ho~asb, JoMmA~@ as~mdsda BoMdmbos 8oM3ge~0 
bdob Jgemmenosb dabeogg3b. dgdmb3gq30m0 CWsdoGjdnm0 dgdmenn, 06 addmBmgqd4yem0 cag bo dobob 
bdodo od039 dobsbb gdbobyMads, Mobe(3 musica ficta: ob sRsMamg|db bmBaMgdyem dgd(3aMgd4yen 
3300Gob bg~@o bdobmsb, Bdnb~ws 3306 8od~egJ. Joa., 80M39eM Doaoscmoanda, IgmM] GHo4Gdo, dsobob 
R35 90(30E™MISL A_AdZAM_dNE B30bGHob Cm-bosb Haws bdodo. adoggh QybA(300b shMymg|db go 
dgmmMg bdsdo, doamsd dgdmb3q30mn badbam. sdMnase, Medejbady dogsmamng@sb fobb, md 
dgdmb3930M0 badb9d0 aby doadgbgemmgobns, Mmd aboba dagbodsdgd0s6 wnsSmbym daqm- 
somal, Mmdgen3 gobbbgo3~@qgdo0 adabasb, M3 boasbomgdm badobdos do3qdyemo. doamod, 
sbom d9dMb639390d0, 99 0% dai3e@ns MA@sJGHMMab 95308399 0d bodbob asdmygbgdobsmg0b, 
MMdgm(3 addIMMa3b93e@0 DaIDMbZg30MbL. Age~@sMadnbom3nb Amgobe@nby y3qmo dsobogab dor39- 
Aye Loagsbsmgdm Cadbgdnsbse@ HMsbbImbaMjdo GadbabasMgd9 gorwmdn. doasmnmse@, 393o- 
39M] 80M3geM0 badydob HMsobImbaM|d9 Bdabeoos 330M8om bg3;0M, JMMdgIMEMnsba~@sb yondbm 
gommdo. damgase@, 99 ao@o39@0 EM goarmmdo bLo-b dgd3gqmdom, M3 avyemabbdmdb, Goadsymo 
Bm GaMmgdyemn CEnsGmbyMa jor~mmb dagMgdb, Mmdgem0(3, Jgbodemmo, AmeEnga3oMgd4yem oJobob 
dgdmb3930M0 Badbgdnm. ws ab93, Dg 396960 dobmeme brBo(300b bogambb. dg Agdb mo3%b9q om 
309d Dab 3o3doMb Bymdoborb. 

Mobb 30330960 asc@o308069 .xml gonedo (Lodqgbo3m CosdbyMemdab bagqMmboemyMo 
Rd.0mMab 3MMd5G80). Igdega, aog00boem0b}J obobo music21-ob asdmygbgdom. Music 21 bsMdmse- 
ago abb&Mydg6Somaydb sMmamodgqe@m gbsbomob ,conmbos6" bedydome. d9 aogooboemndg, 
5L939, HosyMo AgemmeonyMa o6GyMZoemgdo0 CEs ymb3mMeogd0/MoboymyMs~emdgeo (sb 39%So- 
gogo) Gad8gdab dgbodsdobse ws go63bs0m3Mg9 abobo do6bob dagmMag~@sb Loagogob dnbg~e@300°. 
doybg@o30e@ adobe, Mmd dgmmens 380M39@m bdob qgoMo3b, dobob bdo 4RMM ao~@osdby398 0 
Moboymg|Mo~amdab asbbodtm3mabsmgab, Mo~aeb 80M3qem0 bdo bsbesbsb oJ yMoab daysdoo. oo, 
of oMoab ab, Mobe3 do30330~09. 


2 sq 806 GMb j3MMGe@0L/Msbsy9M9MseoMd 7d0b dJgbsbg9d ob. CGosbsdod9, 2008:466-469. 
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2. dgc09a,900 
smbobodbs300, Mmd 80M3qem0 bdoab Ag@mmeoyMa obHyMZ0EMgd0b 8MHmg@a~0, MaM|dob 


BbLGa DgdMybgd4yem0 badg&Mos oym wbobmbabs, (30c-(390%39 Jo3ggqM30~maM —MMHn39 dodomH- 
onjemgdam (doa. 2). SMdSZoe™M, 56 CEOMISZ0EM0 LaA3ZyWOQ~@S AYM Y3Z9m@mob"7 B038M(39E~mgoeNEM0, bLmeEmmM 
339MHB 093M Ed J3930M — 8MHo]GHo3yemoew, y3Zg9mob] bo3em doe. Ca~wa Dbad3zbg~mmdo oH of3b 
@obobyob &mbb (doa. 3), 93 Logow@sbbo Gmbb, doybj~@o30@ odobs, asbobamydns6 oy oMe 
80M39em0 bdo Co dsb Logo~sbbe &mboe. sdab LodaMabsMme, dsbab abGyMZe0emyMHo 8MMga~Mo 
d30(3M9E sbadg Moyen, bowsi3 qoabmba y3qemob9 BoRgM3gmygdyE abs MZ0emb BoMmdmo—o- 
agob, Logo IB3qM39emgd0b a9M9d5 (doa. 4). gos ab93, Caw BEndZ6jemmds 0% sgh Gmdgens (doa. 
5), LeByobo Emo, 56 Logow~sbb Gmbo. 49-6 Isgomando, do6ob HobsemyMa Ens-b dgImb3930d0, 
AMdmabagabs3 439099 dg80 Imbs39do aym, A396 gbg~ogm dobob AgqemmeonyMH 068 gM30emgob. 
dobab dagms Lo-bogab qdbad3gbgemm asbbb3039d0 dmAggbgdnmns, Mo~@asb bLabsdesamgdo db- 
MMME JFMaD dqdMb3zq3099 Jobsdemydgema yr3gcmn ab 8 _{M30emaboamob. 

do6ob bdsda bLog-b 84mbe@s y39emob9 dq80 MoboymgMo~mds Bmasw@seE, bream Lo-b 
y3gemsd9 9(30%9 ws af 56 nym Logo d639%30em0 (Joa. 7). sbems ambman, Jasd(3oma yyMHo~m|ds, 
Ad ahogagymo asdmbobyengdo 49-7 Joascmanda jgmb&qjMam dbaogbos dobab o6& M30 dab 
(doa. 4). gb dbaoghgde dg8oce@ bLonb&gMgb~m aym Cos dg dob 330m3 CEo3;~yoMyb~eo JQd0. ws abg3, 
Lo3zee@obb30 bogo~@obbo dagmModo 9 sMab conga Lb3gomde (doa. 8). oJ A396 dgagndmns 3bs6ma 
Logomobbm dagmgdab do%0; Ibasgba dgw@gajdno damgeyemn dgc@o bdob bozoe@obbm a9 9dd0(3. 
ghian d9bje30M, oJ Mam dmb, aobbbgo39dq4em0 db3gqMZ0Em dnd B8oboyqdabomgZ0b Laem bo3o@ob- 
bom dagmab dgdmb3930dG0, JoaMmod gb dgowgan3, dgbodeme, dmAggbgdam0 aymb, Mo~@as6b dobo 
dg9dmb3930M badbydn CnsSmbyMo bymdob asbbobobogMo@oss smgdejema, Jsdab 38o30 dJosmbygb 
boe-b, L6ogome dbaogboc (doa. 9). MbdImge6qdomo yoMdybo boMImos@ag6b 37 Moboymg|Mo~om- 
dob Bodh, MMdgemmoasb MobsymgMsemdgdob 97% BomdImse@agob 23 db3q9MZ0emoab 30H amMoob 
(doa. 10). mobsymgMae@md do s@bodbyembo sMnsb dsbow@sb LogmMam obGgMZ0egd0b Jgbodsdo- 
bog. 5/3 dgnde do badbsge@gb 33nbGob bg~@s bdodo ws HyM300b days bdodo, o6 80MaJam. 5 
djndemgdo0 axmoabbdmdegb ygabGeb 8oMZ9~ bdobmsb ws yoobmbb — dgmMabaeb, o6 80MaJam, 
3300Gob MMaggbmob eo o.d. 9d 23 Moboym|Mo~amdnb GHaso@ob 16 asbobamydyemns dobob 439- 
Mog, sboommanyMse@ y3ZgqmMo MobsyM|Mo~amdgdnbs, Mmdm|d0(3 “braAxYJM Ao~wsbs(33emgd~jem0 
06 dgdMybgdyemn0 (doa. 11). gb dbasgbgdo agogoMon~gdnbygdb, Med MmobsymgMo~mdgdob &o- 
38960, Mmam3 obgan, doadgbgemmgobo oMnsb Ed oH boMdmswag76g6, dMo~me, Mondg L630 
AybagoemyAMoa 8M0b(30389d0b asgemyban da~gdyjenb. 

d9-6 y3qmod9 ao3M(39emgoyJOMn Moboymg|Mo~amdnb Gada yocmnd~@ ds 2 bM9@, Mommg|yjendo 
3 Gad0m wd Lodo WosdsG {damn Gas yormnde@ ds Igbedg (303@mow, waMoS& boe@ yjoc~oobby4ddo 
(doa. 12). ds60b bdob d33g9MMo GHgbegjo(3099 - IdrdMomds sgMagygQMaab y3qemobg BoMHmm Mo- 
BoymgMo~mdn@sb (396GMdo ybobmbab396 smdogomoes. gb Ggbeg6(300 sbobgeb 33m3qdb dobob 
y3gemoo9 Logfnm bm 8 dda BoasoyMha Moboym|Moemdab od Boadoabsmgab. dogocmomse, Mm~ogJ- 
bo(3_ A396 dagc@n3emm 8/6- ~@ob 7/5-b396, 5/3-b396, 1-b396, yagemodg Logmnm dagMgdns 9, 
bomen, bem @s ~™o. 


ALeggemmds 

oy domhorjem Anbazsda aobbo3zqoMydyomn COnsGmbyMa Bo~mgdns, Mmdgema(3 dgdeoamd 
WSIMAZO@ JONES AreEsmNMH Rabsmabdy, JyoM dagMedy, MmAdgma’3 y3gemo bdob Mmogb yymob 
(Arom and Vallejo 2008:321,) daboge bas asbbb3go3~j6magb mobsymgmo~mdgdob Momeagomdom 
dobob Bomyggm@ 9agMgO'g. Logo LoGyggoom, dggM]do DoE ogemgbeEbgl 398-62 3~9d wodgg- 
JeogdoMydsb dagmommMnaal LoegbyMgdnbo@do. doamsd Mmamm3 bg30M s~nbodbs, Dbasgbo 
956639390940 Jzoqame@ BosmMdme@agbaemn oH ymanms. bow@s(3 Ms0d9 aobbb63039460 aym, ob, dgo- 
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demgdo dagbyMmb de facto aswos@gnmydob. 0/3 Jg~mmeEayMn 06H yMZ0eMg{d05 039R0MEO (00g9M- 
J6(30M dye. sdeEgbse, Ig~ga,960 39M 9d9aM9d96 JoMayomn asemmedab CosGmb4yMHa joar~mmgdab 
dg b069d Bosmagbsb, Lye d(30M9, dgdmqdge@ab b3ymmab boasmmdmgdme6 dadoMagdom. 

doaMsd 33emg30b dg~m@ga900 03079696 Lbgo JqemmenyM ws BoMIMbaYE 38Mnb(30389db. 380M- 
39cmo bdab badg&Moyemo dommeoayMa ab&yMgZ0egd0b 84mg Jdbob mogabyaoma Igemmeo- 
“Ma cwabgdob dgamdbgdob, boes3 bozocwo, dg8gboe, Codmyn~@goyemns bLoegbyMgdM0g Jmd- 
M9Md0bJ, CMHMESEMM 296d 30(39d4EM0 adZgnsM0 HobGmdgdom. odob bLodoMabsoMme, dobab 
sLodgGMoayemo 8Hmgamo dgbodmgdgemb beab Imdhomdab 9m dabogMm dgamdbgdob, ~wom- 
dozomo LOMsg0 Gos SEMdoge~™mn WRMm- Jdodg7, Maya ImdMomdam. gb Ag~mmeayha 38hMg0- 
CMa MMAbMng0EO sdeagMydb Mobsymg|Mose@mdg dab dojogdoMgd0b asbbobo3MyA~@ & j6c96(3090b, 
80M39M0 bdab Mogabygoemn ImdMomds aobbogyoMydam bomb qBymdb (3a3cM BoMImbayem 
303d0M dL, bmemM ~CsMds AJodoManmn AmdMsmds dobobs — (396GMGob3g6yem ImdMoemdob.? 93- 
Mago@, AgemmeooyMa Amen MMIbMaZEdE sdemagM|db BoMdmbaye jo3daMgQdb Cs Jg~mny- 
Mo Od BoMIMbayyema &96~g6(309d0 QAMMS@ asbb5OM3M5396 Mobsym|Mo~mdgdob asbobaema|dob. 
dogocmanee, Abasgbgdab asdqmMgd0 dobab Agemmenab obS M30emgd0b bgqdobes (doa. 4) wo dsbob 
dagMg{db97 MobsyrgMo~emdgdab asboba@mg|dab b4gdob demob (doa. 7). SMdozoemo &9M(309, o- 
Ladame@, y3gqmobg bogemgdoe@ bomdms@agbb dobab bogmam ob6&yM30emb, sdegbs@ ob doe@ db 
BoM 3394e AmbobMydob, Hod y3qeM0°b9 bs3emgdoe Logham ob&yM30mo0 4390909 JgGoe bogh- 
om do6a@eb, Loemngsb, yao aymb dobab y39mob] bo3emgdoe@ bogmam bmn. 

doaMsd, MoBmd ymbgMgyGyemoe Lorem es bo? Agdo 39Moy 09: odaGed, Hed sagmMonmM0a9- 
do bo@-g@ob ws bo-w@ob bdgbam, d98)-bs3mmgdoe@, Jbasgb6o oMasb abgma msbsdoM o6 Mam dob 
MobsdoM-bLoegbyMydnsbo AgemmeayMa ~wo/sb BoMdmbaxyjema bLab& Jobs, MmamMa309 d30~@- 
LomagbyMnsba MobsdMoseESyd3gMaM|d4ye~m0 daghomMagab dobodsdoboe, baM\gMm~abs wo 39° 
do8odob Bnbge@30m (2015)*. 

gb omab dmbosdIbse@gdgemo 330930, CEogQydbgdyemn Aman L&amoab, gman dJas~mdabs 
© JAMO MQeEsJ®mMab di3aM7 Homegbmdab 6nd7d9ddq Cs gMMAZMMZbs~ Aoobsemndgdyjem0 
JHan EnsGMbyMa go~mmb boasbsmgdn badbgdno. 7RMM 3M(39mMO Doaocmomg|dn DHo390mq9f- 
3960, L63g0@obb630 bogo~@sbbe dagmgdab d4mby bdoms ImdMhomdnb dg~moMydab dobodengdemmdob 
dgqdbo@s. bodmdo3gemm 33emg939do bes aoobom@mobegh dgdmdge@ab bymemoab boascmdengdo, 
asCOdm390jemn 9MH9d gMJmdondzo~ab wo bm GoMydyemn Wo Maw GHaMg{oyemo Co3am day~oemo- 
sdzo~@ab dag® (2014). Igbsdemgdgemns, gosboeroBegb Lbgo booMJo3m bymmbsby4Mqd0 wo Asbsb946- 
goo, 06939, L630 L&oamoabs3, Hsdo(3 dgodemgds sbbbsb dahnmog@o moebsymgMo~@mdgdob a9dd396- 
joo. 96939, Lodmdo3gemm 33m930m donde ds dgw@oMeagb, bow (33m006 dqdmb3930m0 badbyd0 
CAsHMbyM yogMos~mdsb. aoM~@s sdobs, ImdogZo0emo 33emg30b Mgdo, dgbodemme, RmygqboMydejemo 
aymbs dgmmeonyM Co BoMIMbaNED 8960096(309d09. YRMr JAG B3EMg30b hoGoMydos LodoMe of 
bomdmeagboemn babsbbsomo abengoGmMygdob aobodyoMydmoe, 06 yoMboymaRoew, Mmd ~Coa396d0- 
AMb od aobom3oMa Aybogob bgcmdodo. 


msMadbs os5d5% fbgnd4d 


38396 dog dog3zgemgyma mobsymgmMos@mdgdob zogdomob Lob&gdo, moboymgmMoe@mdob 3 Godsab (303c~mom, 
Agbsdemme, WongogdoMagb sM9Mabgym~m smbadbym~m bdob~es bodgdab Loddmmobdb bLodbdosbh Immogmbosdo. 
AmMamM3 of oMab boMImeEagbamo, Moboym|Mos@mdgdob mobdndw@g3Mmdodn dobodmgdgmos dbaogbgd0b wo- 
Bsb30 Joma Ibobs wo bLagm3bemoab bob Loddmemmydmob. 

*Aqbs8q Logg6Mn dgn@boexzgbyMosb GaI3gMOMAZdyYE dagmMomMnada LOMogoe~w sma dgds, MmMamMMH(3 Doyomo, 
MIZ9 SggbGHogyMoe@ ob 7RBMM sbemmboss JobmMmb, Mo~wgaeb 2 gAmbsamMo Gmbo 8oMZg9em0 Loy gbymob dgd- 
93, Jg0(393b Jagm ®mbb. 
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SOME STATISTICAL PROPERTIES OF HARMONY AND VOICE 
LEADING IN SHEMOKMEDI SCHOOL GEORGIAN CHANT 


Introduction 

Georgian three-voice sacred polyphony is stunningly beautiful, and it has prompted many 
questions about its harmony and voice leading. These questions are complicated by our access 
to the original tradition entirely through transcriptions in Western notation from the turn of the 
twentieth century and a handful of sound recordings, because Georgian chant was first banned 
under Russian rule in the nineteenth century and then wiped out under the Soviets in the twentieth 
century. Since the turn of the twenty-first century, the performance and study of Georgian chant has 
experienced a revival. It is well established that Georgian chant uses modes in the sense of melodic 
formulae (Stewart 2005; Sukhiashvili 2005; and Andriadze and Chkheidze 2008). But some have 
referred to diatonic modes of one kind or another in Georgian sacred and/or folk music (Gogotish- 
vili 2005; Diasamidze 2008, 469; Arom and Vallejo 2008 and 2010). By mode, I mean rotations of a 
scale to have different reference notes. Whether such modes are conceivable depends on the tuning 
system, which is a matter of dispute. Some have theorized a traditional Georgian tuning system 
with unequal steps (Gogotishvili 2005; and Erkvanidze 2008), while others have posited one with 
equal steps (Tsereteli and Veshapidze 2015).'Some have found a tuning system with unequal but 
constantly changing steps (Kawai et al, 2010), while others have suggested that there may not be a 
unified melodic-harmonic system at all (Scherbaum, Arom, and Kane 2016). To address the ques- 
tion of modes and indirectly the question of tuning, I analyzed statistical properties of harmony and 
voice leading in a collection of Shemokmedi School Georgian chant as sung by Dimit'ri P'at'arava 
(Erkvanidze 2003). Though small, this collection is significant, because P'at'arava is acknowledged 
as a master among master chanters, and because the Shemokmedi School 1s itself small. This pre- 
liminary study found no clear differences between passages with different cadence tones and thus 
no support for the hypothesis of diatonic modes. On the contrary, all passages shared suggestive, 
systematic patterns of melodic and harmonic tendencies. These patterns are consistent with a me- 
lodic and/or harmonic system of equal or nearly equal steps. 


Method 

Georgian chant transcriptions are often ascribed to different schools connected with particular 
ecclesial centers. The Shemokmedi School, centered on Shemokmedi Monastery in Western Geor- 
gia, consists of about 200 pieces out of some 8700 original transcriptions of Georgian chant more 
generally. Of these 200 pieces, only one collection of 18 sacred chants and 11 celebratory songs has 
been published, which 1s the collection I am using. The 200 original transcriptions are complement- 


'Gogotishvili posits diatonic scales built of fourths and fifths without octave equivalence. However, his scales still 
feature a high proportion of perfect octaves, and the findings of this study, which are based on the notation of oc- 
tave-equivalent notes, still bear upon his claims. 
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ed uniquely by about 100 recorded chants, which have recently been transcribed and published (see 
especially Shugliashvili 2014). 

The Shemokmedi School traces entirely to the nineteenth-century master chanter Anton 
Dumbadze (1824—1907), and for this reason the style is known as "Dumbadze's mode." Dumbadze 
taught Melkisadek' Nak'ashidze, and Nak'ashidze taught Dimi'tri P'at'arava. P'at'arava taught his 
son, Mamia P'at'arava, and Mamia P'at'arava transcribed his father's chanting and in 1994 gave 
the transcriptions to Malkhaz Erkvanidze. Erkvanidze edited them and published them in 2003. I 
analyzed the 18 sacred chants in this collection. Ex. 1 shows a sample excerpt. 

I first entered the edited transcriptions into Sibelius. I eliminated repetitions of sections, and 
I eliminated all attacks except for changes in sonority. Some pieces are written with an extra flat 
in the bass signature, or a missing sharp, as for example the piece in Example 1. In such cases, I 
followed the key signature of the two upper voices, because in Georgian chant, the harmony follows 
the melody in the first voice. The occasional extra flat or missing sharp in the bass serves a similar 
purpose to musica ficta: it expands written diminished fifths with the upper voices to perfect fifths. 
For example, in Example 1, F in the bass in the second measure avoids a diminished fifth with C in 
the first voice. F in the second voice accomplishes the same thing, but with an accidental. Now in 
a few cases, the accidentals are so extensive that they correspond to a diatonic collection different 
from that of the key signature. But in such cases, I made no attempt to second-guess the editor by 
assuming a key signature that would eliminate the accidentals. I transposed all passages within a 
given key signature to the zero-sharp key signature for comparison. For example, I transposed the 
piece in Example | up a perfect fourth from the one-sharp to the zero-sharp signature. So in what 
follows, I refer to tones C through B, by which I mean tones in a generic notated diatonic collec- 
tion, which might be modified by accidentals. Again, I am only referring to the notation; I make no 
assumptions about its relation to the tuning. 

I exported the transcriptions as .xml files (a universal music notation file format). I then ana- 
lyzed the transcriptions using music21. Music21 is a toolkit for use with the programming language 
Python. I analyzed the generic melodic intervals and the concords (or verticalities) according to 
type, defined by interval sizes from the bass.?Although the first voice holds the melody, the bass is 
more decisive in distinguishing concords, because the first voice is sometimes in the middle of the 
texture. Here is what I found. 


Results 

Remarkably, the profile of melodic intervals for the first voice was almost exactly inversional- 
ly symmetrical about the unison, with a single peak in both directions (ex. 2). A second up or down 
("2" or "-2") was the most common interval, and a fourth up or down ("4" or "-4") virtually the least. 
There were no clear differences depending on the starting note (ex. 3), nor on the cadence tone, re- 
gardless of whether first voice or bass 1s considered to be the cadence tone. By way of contrast, the 
bass intervallic profile was sharply asymmetrical, with a unison being the most common interval, 
and with no other peaks (ex. 4). Again there were no clear differences depending on the starting note 
(ex. 5), nor on the cadence tone. In ex. 6 we see the bass melodic intervals in the case of bass final 
A, for which there were the most data. The slight difference for bass note B is misleading, because 


2On the term concord, see Diasamidze, 2008: 468. 
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there were actually only single cases of each interval. 

The bass note G had the most concords overall, and B the least, and there were no other peaks 
(ex. 7). Now, please notice that the graph in Example 7 is similar in contour to that of the bass in- 
tervals (ex. 4). This similarity is very curious, and I will come back to it. Again, there were no clear 
differences for different cadence tones (ex. 8). Here we see data for bass cadence tones; similar 
results obtain for first-voice cadence tones. One can see that there is a different peak for passages 
with cadences on G, but this result may be misleading, because if the accidentals are taken to define 
the diatonic collection, then the peak falls on G, like the others (ex. 9). The corpus exhibited 37 
concord types, with the top 23 categories accounting for 97% of the concords (ex. 10). The concord 
types are labeled by their generic intervals from the bass. "5/3" can mean a fifth with the first voice 
and a third with the second, or vice versa; "5" can mean a fifth with the first voice and a unison with 
the second, or vice versa, or a fifth with both, etc. 16 of these top 23 concord types had a distribution 
to bass notes analogous to that of the totality of concords, sometimes shifted or reversed (ex. 11). 
What this similarity suggests is that the concord types as such were significant and were not merely 
a side effect of some other musical principle. This significance becomes clear when we look at the 
successions of concord types. 

The six most common concord types formed two cycles of three types each, and three addi- 
tional types formed a third cycle used at cadences (ex. 12). The rough trend of the bass as one moves 
from the widest concords on the periphery to the unison in the center is to ascend, and this tendency 
is reflected in the most common bass notes for these concord types. For example, the most common 
bass notes as we go from 8/6 to 7/5 to 5/3 to 1 are D, G, G, and A. 


Discussion 

If there are distinct diatonic modes in this music, then depending on the modal final, the "ref- 
erence note towards which all the voices converge" (Arom and Vallejo 2008, 321), the music should 
differ in the number of concords on particular bass notes. In other words, the tones should appear 
more or less often depending on their scale degree. But as mentioned above, no such differences 
were clearly present. Where there was some difference, it may be ascribed to de facto transposition. 
Nor were melodic intervals clearly different. So the results do not support the hypothesis of diatonic 
modes in Georgian chant, at least Shemokmedi School chant. 

But the results do point to other melodic and harmonic principles. The symmetrical melodic 
interval profile for the first voice makes available a sense of freely flowing movement, where flow 
depends on mostly stepwise motion, invigorated by occasional leaps. By way of contrast, the asym- 
metrical bass profile makes available a more earthbound sense of movement, with descending mo- 
tion being rapid and ascending motion being more labored. These melodic profiles mutually rein- 
force certain tendencies for concord connections, the free movement of the first voice contributing 
especially to the cyclic harmonic motions, and the earthbound movement of the bass contributing 
especially to the centripetal motions.*So the melodic profiles mutually reinforce the harmonic con- 
nections. And the melodic and harmonic tendencies together determine the concord distributions. 
For example, recall the similarity between the graph of bass melodic intervals (ex. 4) and the graph 


>The network of concord connections observed here, with three cycles of three concord types, may contribute to oft 
noted Trinitarian symbolism of the three-voice polyphony. As represented here, the pattern also resembles the Geor- 
gian sun and tree-of-life symbol. 
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of concord distribution to bass notes (ex. 7). An ascending third is virtually the least common bass 
interval, so it makes a certain amount of sense that the least common interval from the most com- 
mon bass note, G, should be to the least common bass note, B. But why G and B in particular? I 
propose: because the scales from G and B are the most and least aurally similar to a melodic and/ 
or harmonic system with equal or nearly equal steps, such as the seven-tone equal-tempered scale 
posited by Tsereteli and Veshapidze (2015).* 

This is a preliminary study using a small sample in a single style with a single singer and a single 
editor analyzed uniformly according to a single diatonic collection per key signature. A larger sample 
would allow more kinds of comparison between passages with different cadence tones. A future study 
could analyze Shemokmedi School chant as sung by Artem Erkomaishvili and transcribed and edited 
by David Shugliashvili (2014). It could analyze other archival manuscripts and recordings, as well 
as other styles. It could attempt to account for embellishment of the main concords. It could compare 
findings where accidentals are taken to change the diatonic collection. Also, a future study could focus 
on the issue of melodic and harmonic tendencies. More research is needed to confirm or disconfirm 
the tentative indications here and help us understand this incredible music. 


References 


Arom, Simha, and Polo Vallejo. (2008). “Towards a Theory of the Chord Syntax of Georgian Polypho- 
ny.” In: The Fourth International Symposium on Traditional Polyphony. Proceedings. Pp. 321-335. 
Editors: Tsurtsumia, Rusudan & Jordania, Joseph. Tbilisi: International Research Center for Traditio- 
nal Polyphony of Tbilisi State Conservatoire. 


Arom, Simha, and Polo Vallejo. (2010). “Outline of a Syntax of Chords in Some Songs from Samegrelo.” 
In: The Fifth International Symposium on Traditional Polyphony. Proceedings. Pp. 266—277. Editors: 
Tsurtsumia, Rusudan & Jordania, Joseph. Tbilisi: International Research Center for Traditional Poly- 
phony of Tbilisi State Conservatoire. 


Diasamidze, Ekaterine. (2008). “On Some Aspects of Polyphony in Georgian Chanting.” In: The Fourth 
International Symposium on Traditional Polyphony. Proceedings. Pp. 466—469. Editors: Tsurtsumia, 
Rusudan & Jordania, Joseph. Tbilisi: International Research Center for Traditional Polyphony of Tbi- 
lisi State Conservatoire. 


Erkvanidze, Malkhaz. (2003). Georgian Church and Feast Hymns (Gurian Mode). Given by Dmitri 
Patarava and transcribed by Mamia Patarava. Editor: Erkvanidze, Malkhaz. Tbilisi: Chant Center of 
the Georgian Patriarchate. 


* The third degree in the seven-tone equal-tempered scale is readily perceived as major, even though 
acoustically it is slightly closer to minor, because the two identical steps above the first degree are both 
perceived as whole steps. 


478 Matthew Arndt 


Erkvanidze, Malkhaz. (2008). The Divine Liturgy of St. John Chrysostom: Gelati and Shemokmedi 
Schools. Vol. 5 of Georgian Church Chant. Introduction. Editor: Makhaz Erkvanidze. Tbilisi: Chant 
Center of the Georgian Patriarchate. 


Gogotishvili, Vladimir. (2005). “Application of Authentic and Plagal Types of Monotonic Mode Domi- 
nating in Georgian Folk Singing Polyphony”. In: The Second International Symposium on Traditional 
Polyphony. Proceedings. Pp. 218—226. Editors: Tsurtsumia, Rusudan & Jordania, Joseph. Tbilisi: In- 
ternational Research Center for Traditional Polyphony of Tbilisi State Conservatoire. 


Kawai, Norie, et al. (2010). “Study on Sound Structure of Georgian Traditional Polyphony: Analysis of 
its Temperament Structure.” In: The Fifth International Symposium on Traditional Polyphony. Proce- 
edings. Pp. 532—537. Editors: Tsurtsumia, Rusudan & Jordania, Joseph. Tbilisi: International Research 
Center for Traditional Polyphony of Tbilisi State Conservatoire. 


Scherbaum, Frank, Simha Arom, and Frank Kane. (2018). “Graphical Comparative Analysis of the Har- 
monic Structure of the V. Akhobadze Corpus of Svan Songs.” In: The Eighth International Symposium 
on Traditional Polyphony. Proceedings. Editors Rusudan Tsurtsumia, Jozeph Jordania. Tbilisi: The 
International Research Center for Traditional Polyphony. 


Shugliashvili, David. (2014). Georgian Church Hymns: Shemokmedi School. According to Artem Erko- 
maishvili’s records. Tbilisi: Georgian Chanting Foundation, Tbilisi State Conservatoire. 


Stewart, Rebecca. (2005). “Traditional Georgian Polyphony, a Veritable zedashe.” In: The Second Inter- 
national Symposium on Traditional Polyphony. Proceedings. Pp. 477-482. Editors: Tsurtsumia, Ru- 
sudan & Jordania, Joseph. Tbilisi: International Research Center for Traditional Polyphony of Tbilisi 
State Conservatoire. 


Sukhiashvili, Magda. (2005). “On Some Aspects of the Manifestation of dasdeblis metsniereba (Science 
of Hymns) in Georgian Chants.” In: The Second International Symposium on Traditional Polyphony. 
Proceedings. Pp. 421-429. Editors: Tsurtsumia, Rusudan & Jordania, Joseph. Tbilisi: International 
Research Center for Traditional Polyphony of Tbilisi State Conservatoire. 


Tsereteli, Zaal, and Veshapidze, Levan. (2015). “The Empirical Research of a Georgian Sound Scale.” 
Paper presented at International Association of Music Libraries, Archives and Documentation Centres 
([AML) and International Musicological Society (IMS) Congress: “Music Research in the Digital 
Age,” New York, USA, 21—26 June 2015, The Juilliard School. 


©MS65H000. dgnmoy oMbeo so. 
APPENDIX. Matthew Arndt. A79 


dogscmannn 1. Logasmmdgmn ,ome@amdob". wobobmymo (9M43060d9 2003, 3). 
Example 1. The conclusion of "To Thy Resurrection" (Erkvanidze 2003, 3). 


dogomoann 2. 80M39em0 bdob AgemmenyMa o6G M30 960. 
Example 2. First-voice melodic intervals. 


4 3 7 1 2 3 4 5 6 Ff §& 
Generic melodic interval 


dogomaan 3. Lobyobo dagMam aosbbbge39d6yem0 80M3g9E~m0 bdab dg~mmeanMa 068 9M30Em 60. 
Example 3. First-voice melodic intervals, differentiated by starting note. 


4-3-2712340566f7 8 
Generic melodic interval 


doascmann 4. dobob Agemmeanmo 068 9M39emg960. 
Example 4. Bass melodic intervals. 


-3 ae 2 3 4 


Generic melodic interval 
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doasmoaan 5. Lobyobo dagMam aosbbb3g039d4em0 dobab AgemmeanMmo 068 M3060. 
Example 5. Bass melodic intervals, differentiated by starting note. 


70 
60 euaefrom C 
= . emmefrom D 
40 
S 30 emmefrom E 
e 20 ememefrom F 
” emaefrom G 
; a ae. em=mefromA 
6 4 3212 3 4 
Generic melodic interval sefromB 


dogommaan 6. Lobyobo dagmam aobbb3039d4em0 dobob Jgmmenymo o6&9M30emgd0, Jomeme 
dobab bogabsemm dagmMo A-baogob. 
Example 6. Bas melodic intervals differentiated by starting note, for bass final A only. 


exmefrom C 
: 60 + e=eefrom D 
8 40 + exmeefromE 
a 20 emmeftom F 
exaefrom G 


5 4 3 2 1 2 3 4 «samfromA 


Generic melodic interval e=s=efromB 


doasmmoaan 7. dsbob 8oMImboyemoa dagMgJd0. 
Example 7. Concord bass notes. 


E F G© A B 
Bass note 


dogomaan 8. dsbob 3oMIMbayEMn dagMId0, adbbbgo3g9d4yem0 Logobs~mm dagMam. 
Example 8. Concord bass notes, differentiated by bass final. 


Bass note 
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dsgomamn 9. dsbob BomMImbayemn dagMQd0, aobbb3o3gq9dqm0 Qabsm@mhn dsagmam. oy 
RabsemMa Lom ymmMenbs30sdos ~@m-bosb, Ro wngZbab Msbdode@gI8My~@m0 aodmygbgdo 
a30dmg3b gmmbadbosb dagmommMoal. 

Example 9. Concord bass notes, differentiated by final, assuming that final G represented C, 1.e., 
assuming that the consistent use of F-sharp was equivalent to a one-sharp signature. 


Bass note 


dsgommamn 10. 89MIMbooab 23 Gado, dobob LogMam 068 4H30e~ 950m. 
Example 10. Top 23 concord types, labeled by generic intervals from the bass. 


oncord type 
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doascoaann 11. do6b0b a9 940 BoMImbool 23 Bodsabmsgob. dggQqmowgdym Godg9db 84fmb~e@om 
abjmn39 8mMobsbHomyMo aobobamgds, MmamMa3 939m GHodsab gHamdmomdsb (Jom. 
doaocmanna 7). 

Example 11. Bass notes for the top 23 concord types. Colored types had the same distribution con- 
tour as the totality of concords (cf. Example 7). 


Type Percent 
5/3 8 
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dsasmmann 12. 8oMmdmboyemo j3o3daMQd0, MMI~m|da(3 Ab~|d9 6 gx9Mb9 IgG Ed B8obyb- 
abdagdgmos Leymo Momegbmdob bsed-dgammbjebg. Bobs dagmob berds dogbododgd9 3oM- 
Imboob Bo80b bobdamoab Momegbmdob. abMoab bobg dggbodsdgd0 jgogdomob bobdomoab mo- 
Megomodob. 

Example 12. Concord connections occurring more than six times, accounting for three quarters of 
the total. The size of the font corresponds to the number of occurrences of the concord type. The 
weight of the arrow corresponds to the number of occurrences of the connection. 
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Id%69b IMIIBIENAII 
(LdISMHOISIC) 


ZOEMENLS VO BOEMENGIMN SEMMBEISNL DILOb6IS 
JIMDIIS SHMoQNGNIS IDLNZSIN 


Lodbo3m dobomob, 80%39m Magda, 8Mo4Gagymo wobadbymgds aoohbns. m{mMaxymo 
dq(36agM9d0 bes aymb 8mMoJGo3ymo dq(3bagMgd0b bLodbobyMdo. doagehbos Mmd, ob939, 
AMaMM(3 MAMMose Iq(3bagMgQd0, 9b939, 8M048o30(3 Ig(3b0gMgQd00. 

Babs bLod38mb040%95 boMdm3o@anby mado Jomaayeo bodybo3m bob&gdeo (8m 309 dodmb- 
0036) (9396009, 2015) MMdgmdayg aobbaemymo aym JoMayma HMoea30yjmo Aybogab 
gommgdn, dagMombymdgdn, dImeymo3ngdo, goarmb asbbobm3mabs wo dobo boyMegbab 
Lojgambgd0 @s bb3. Babsd~@gd0M] Mgdob dodsbb 30 bomdmowagbb Joma &Mow@a30yem 
AInbogoda Im4dg~@o0 jobmbabs Es 3obmba3yMo sbMmgb6gdob dgbobyd 30-93 ~YRM~r JAG wo 
dyoMa I®j0(39dNemgdgd0b dmygobo, 30~e@M] gb oJod~@g oMbydmdab. 

Ss30MMa M30 bdobs wo bLoas~mmdmab Iybemgdd9 C9330M3g9d0b bLo3zambo. gb mgdgd60 
oMogMan I33~mg93MHab yyMoe@~mgdab 439d Imgd(30. AmogeMa bsM39°b0, MI(3 aobwag3b od 
bsdMmdgdb omab ob, Mmd dq3bagmMy~@o sboe~mobab EMMb BoMdme@agbomoa boasmmday|do 
oM oMob ja~mm-Gmbsmmdsdo dmygo6amo. gae~mb boo@ndemb asbomgdo yo domme «yd- 
agmgb sgGMMoG Gy sneoomBsbsby9HQddo wash (g%4g06o0d9, 2003, 2015), sb) Mmameo 
Lobame(3 oMbgdmd96 gb Agbe~mgd0 bLobm®m bombsbyMgddo, abgma sMoMyg~@s4GoMmydyemo 
Lobames dm(3gd4emn d33m~mg39MMS JogMh. wg@babgymMO SYCNM Ed bmMHQd%9 IM(39dqEm0 
JOIMSEOMd9d0 Jo Mo~@azomyAMose@ Lbgomdb gMadobymoboaeb. 

dq(3baghMms drmoab oMbgdmdb obo, MmMI~mab Mmobobdoew, dbod3zbge~mmdo oM 94gb, Mo 
9m 8 JMo(300b badbgdam soymgM]d odo my 0d LobmM®r bgmbobyMb, Me Zo~mdo fob30d. gb 
sdb yMse@ J(3~@9Mn C~s 3M3dq(36agMYEMN Agbg7~yYEM|Qd99! 306090 JH0bh]7 o~MBo 06 o~- 
o3mdobs dzb6bs dabmMHy4e~m0 JobhHa~mdob 3a~mda Mmd oas~mdmb, oGy3006, smob6mMoe 
asommdg6~m, Zabsa@sb gb bLoasmmdmydn yg3qgmod goMase@ a3ab, d3gmo dasommdgm-dmd- 
MIMEgdab Jagh aoeEdm3gdqema Dhogoemo ovy~om fobsbyMab Bys~mmdam. sdaSmdos, Mmd 
59 9d BM8qMoMyE~m badQd_Zdb yZgq9emo DgILMYEM|d gem, Lo~wo(3 0M ES oYymMb, FAmboaMse@ 
LomMoe@ aommdb doymmMyema dabmho~mdab jgommdo. sdMngse@, 0d smoebmdom bobm&m b9- 
MbsbyaMdo EsgodboMgdye bogsemmdmy|db, q3emgdem03 YyBgmob, aoohbos Mogabo 30~m™ @o 
gommyMHoa dobMa~mmds gMmnsb jomm-8mbsm~mmdsdo. od Logombob asdmb3mam3eb cgwngo 
CMM CS JAMANS dJgZ0EMagj CS BMS LobobsMy~Mme. Hmd 33—Mg30 LOmmMn JodOMayAmydom 
dadgonbsmyamdab. 

syeoomsbsbyMgdab obo~odde (3bo@YyM, Mmd Bor~mdoa sbMHmgbgdob boaynd3moe@ yWwoo- 
ab sMohggqyemygoMag0 BgbMogn, jobmbo wo jobmbagyMn obMm3Zb697d0. Bor~mb aobbobm3mo 
Mab JoMa yma G®Mos@a3oyemo Iygbogob gobmbabs Ed jobmba3zyMo sdoMmgbgd0b 80M39- 
emgbo ox3amgdcmmds. XIX-XX bogybgmo daybod9 bymbobos6 bob&9Id0b 9 womadbom)- 
dem Logommdgmms yrgmoeamds, Lobsde@3amgdo, doc~mosb dmMmboo odabaeb, Mo(3 d3qmdo 
dasmmdmydds aowmob3gb bmBobd(3m@q bommbb. bambobygMgd0b od bLobam 8mMo4Ga3~yemo 
asdmygbgd9 woyd3qdgmoo! boygqmgbm dgdmb3q30do, gb baembsebyMgd0 d3qm JomMaym@ 
Lodbo3m bLab&gdobs wo dagmMombymdsdn bao symgaMeagb 6, dabodyd, Lommoe@ bos 
ajJdsb Bsmomadbo bymbobos6 bLob&9d0b9, Mob dabg~@3ame(3 dgbodemgdgemn asbogds domo 


8MHdq4Ho34eM0 aodmygbgdo. 


g26mbabs wo gobmboyMn sbMHmgbgd0b dgobobgd 
JoMaym GHMowoai30qm Igbo3odo AS85 


0d 15-20 Beoab aobdogmmdsdo asdmazo Logommdmydob omogMon bobm&m 3M gd4em0, 
AMIg7mMs dahamseg@a bsbaen had daghss Maw@o,GoMgdyen0. dayybg~w@s30@ wow d(3~@gc~mm™- 
dabs, Amde~ab dabj@3Z0m0(3 Logo~mmdmgdob dbadZz6gemg06n bsba~mn LEmmMs@oss bomoemado 
bymbobasb bLab& dodo, gb gMgdqyemgd0, GHgI8QMAM|d4NE@H Bymdoda asdoMagab M3Zo~mbod- 
Mabom, bamobsm aswobg~@geb dmambmgb. 

Sb QoOsZ0@IM bodMmdob BmMoJGa3z4y~@ bobomdy. 

JoMay{em HMHoea(304yem gQoemmedodoa yobmbo Es jZobmbaz~yWMa 9OMmM3Z69d0 Mmb 38M0b(303- 
yo bogambdo 3mnbeges. 

1. dqjberdon asdmgMgd0@eb dmemm dagMsd@] BybGo Bmrdob Co(330; 

2. AVbe~m|ddo doM(33E~mgd0b aosboba~mydab LodybSob Co(339; 

3. dgbe@mab bobyabo wos, agobbogymMydom, Wodosdmemmy|dgema bLogagbyMgdab Bb So 
30 4L9(300; 

4. dqbemoab jgoammyMee@ LOmMmMos@ asdsMmgo. 

80dbMaMsgosb Mogabygomo ImgGyMo IgGHMym-MoHdyqemo boomdgd0 sbobosmgdb wo, 
Agjbodosdaobse, Ig~mmennb %md960(3 HsaMaZeMas. (5330M39d0b Jobje@30M, 3o6mbo 3emnb~5- 
do adodo, Mmd, Ms0dg BMbZMIHymo MaGdym-dgmmeonha QMMdAQMs, Mobs3 Aybeb 
39dSbam, Lbgos@obb30 boasmmdgmda aobdgmMydobeb, doMams@s@, yes 94390@900%9- 
dmMeagb B9dImaM fodmagmam mabag9 8MH0b(308b. 

AInbogomyM dobsemsdy (5330M39690d (36b9~@ym, Md gobmba3ZyQMoe@ y3Zgq9Cmob 7 AyoMo~@ 
bIIMA ARsdmagemamn badbgd0 Csdsdmemmgdgm Aynbmrg|db sboboom|db. ComImanwagbm 
Msd~@gbodg domasbb: boow7demm 4(736™, bs gem0 boamcmnbogobo wo lV dob GHM3Mab dm~mm~™ 
In beM 730. 0530006 bsd039 domgobo Jodohbe@o IV 6dob §AM3IMOb O5d56M~MM949EM ANbEMse@. 
d53 Md smIMhboo, Hd dom ImmMob Cne@o b630md0 ymRamo. bsd039 Aqb6e~b of 3b g0d0M9%9- 
60056 b63000b63 bdo; 06939, Boohbnem 306g 69 J0%(3307960b gobsbo~mg|dab 306b63039- 
d-7eM0 86067308980; 356L630398qe0 bo4(393960 (Aqbemolb d9d0e@a969e0 8(30%9 6860940) 
Od 70M 8MbserMd5do 856663039640 bobygobo wo 6mm boyqbyMg6d0. 9b dg~@Ig0 Jbod- 
36903560 SMIMhboS MMH m35eMbs BMobLo0on: 

1. dyomMoe@ aodmhbe@os dybemab, AmamM3 gobmbo3yMa ghagyE@Oab Mgnbgd900. 

2. 00 bozgambab aswmoby3q9Go gdbobyMmadso bLobmBm bambsbyM Addo oMbgdqemo bEzo 
dobomab dmbabmaggdsb, jgarmmda asdoMagoabo wo bambsbyMaddo sMbydyemo d9(3@0mMdgd0b 
aobLbmMgd0b mgombsdMobom (dog. 1.). 

s) sdsmmgdob GHSm38Gob Aygbeb, 06939, GHmMamGHy, Bmasese, IV bIob G&Gm8G dob 
dmemM™M ANHbEmM|dbL, aod~rgMgd0@0b d6mMeEMM dagMosdeg] aosohbnom M(3M3eE~nsbO Obmdo; obygQd0 
| Log gbymb ) wo Ime3gmegdes VIl-b5 wo aobosbamgdyjemos 1 + 3 + 5 DoM(33~mg9dbq, Mo(3 
oMab od dybemab dyoMa 3o0bmbagymo LAMA eqmo (Jom. IV bdob y3gmse Smdsmob dmem 
deybemgd0). 

3) bLon@7dom 4(36Mb dmamm Ay_berb g0d—9M 760006 6mMEMM 639%0@9 goohboo 
ammd98a3zemoobo Bmdo, 069960 | b09964Hb9 wos dm53M@o 740 VII-B9 es goboboom7d4emn00 
1 +5 85%(33079509, 60/3 oH0b 6d Agberob AyoHo 35660349460 bLGMH74879%5 (Q 673-csb J76 
Hmd9em056, Q 684-56 s@n0@) J76 45/3630, d6MHd569d5b5 ybeqembs sme~m dj6e~9d0). 

3) bsmgmo bsacmnbsg06-ob dma@mm Aybeub g5dM9H9760E056 BmME~m~ 63,9500] goohboo 
m(3e@5MMba3C~056b0 BMAs, 06y9d0 | bo3964Hb9 ~s 4m53MOI7d5 J39@0 | boyqb64Mmb] wo 
3008390405 1 +3 +5 doHi(33egd0b gobsbae~gdob 3%06(308b9, M073 oMOL 5d Ayqberob 
JgoMo 356Mb034H0 LGM4444%05. 06. 606505(339n0b GAMIoMO (9@43060d5, 2002), <yo30¢0m 
momso3yo30b 1 bdob mene Agbero (4H Jg060d9, 2004). 

bogambab 90M 33930b dgdw@ga smdmAbe@s, MmMd Moms Abgadgb bobo~mdmMng Imybeg- 
Bos sbommanyMa (©o330M39d0. dob s0M~M GHMmdsMmoab IV bdo wo 9d bdob Lbgo@obb30 dAyb- 
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mab doasmam' dg Imebeabs LomMa C9330M39d9 doM33emgd0b asbobam~mg|dab gMmagoMm3Z0bo0 
8H0b(30380b Mgo~mboeBMobom (Abg0d9, 1999). 

Ima3gyo3b Logo doasmamgydn, bows(3 mmbag9 8Mab(3n809 CWs(3~];e~Mo (doa. 2). 

IIMA ARodImMascmamn 8MHab3ad8g9d0b CE9(330 LogomeaJdyemmes adommgob, gabs(3 ofgb 
ge@bogM do Logsmmdmob &yJbGgJdo0 30639 aoobymb. 

S6MS 3M039OMd Zobm—mbabs wo BobmbagyMoa sbMmM3Zb6g9d0b doasmanmb boembsymo bod~)- 
Mae@ob. sg0MMM badegms doyMymo. 366MM HMaMM dmgM006 od bodegyMsb smdmbs3egor- 
bo @o @obo3~m ado (doa. 3). DYMo34yMHa JgbMymgdo (40 Beal Bobs6e@ gem) @s do~mool 
AgLMyemgd9 (110 Eeob) sdyms369db LH AE aE 7bSmdob. domasb Ay3nMq~@oM asbbb3gs3~e@ 900 
LAM yAIH QM AMO anMyooboab goMnbGo, Mxyd(39 sem&H Mo(300b badsbo Hg dgdmeoab bobam 
J3399Mo@ dosbadbyzdb Za~mdn sbMmgbgdobs wos gammMBmbsmyMa ImeEymea3agdob ag@gb- 
8modob. 

Mo3 dggbgd0 wobo3myM doyMymg|db, ob939, Logo@obb30 CEMmoabs wo gyymbob dmd- 
MgMeEgdab dobMymgds of boMIMEagbam bymn39 badyddo, obg39, LHyAm nw@g7bSmdob 
SdyMs36gdb FMadobjmmsb jo~mda sd¥Mmgbgdnbs Ed jo~mm-GmbomyMa Imeyeo30gdab 
o30mbooMabam: Mogyoo doyMycn0-o. gMo0dmb gfb3qe@o(300@0b, gnhbo 69~@069%0-303% 
gmdmdsadzomob hobsb69M0@06, ayMqemo doyMymo-ms@nd9 69md7b0d30~@ab ¥%3a790b dab- 
AH7™m 9600, I9aMmycmo doyMymo wos 07(36y60b dogmyco (doa. 4). 


qoMaymn ws dndshBayMn asemdnk gsbmba3gyqMm-LOMmyd@ymyma s9Msmgmydnb 
dagdnb @sbsbynbo 


S6E™MS BMd30bMdM 0d Jge@g—ag0b, M3 JoMO yma wo dg9Mdbye~mn bog3emgbom ao~m- 
dob bogMam gobmbagob dogdob wobygdom doga~gm. sdam 3sMoe4Goagymoe@ o~e@adgdo 30M- 
39m bsdaygdn MMHa yd3gmgba HMose@a300b AygbagosmyMHo dobo~@mab sbos~mobob dgwga0e@ 
wowanbogh bogMam 3obmba3yMo daMgdab sMbgdmedo. 30EM] Logombab asbbam30b9 aowo- 
200M], amb S3030~MM dabe~es FMM aoMg7dIM dob aogzqb3o0 bobo. 

SMbL9dmMdb sdbMa adob dgbob9d, Gmd JoMamyA@ ao~mdsb jobmbagse oM aoohbns od 
ImbobMyd0m, Mmd 3o6mbo Mmd aosohb~agh, sdob dbmamam 3969009 Woomadbom9d~@- 
696. gba3 sdbmen4yGyMse d(3e@oMn AmbsBMyd99! JomMmmIswn@jd9~™ gye~mgboodo, Hmamm3 
y3gmod9 3mbbgM30G4ym bagM39do, gobmbabs ws Bgbob aoMgdg smMoggma Lm ymegds. 
Jgeagbas Wogandbgdyemns CobgMam~m od EsybAM]E@ Lyymdy9. gyE@gboodo FmMbsnMsE@ do~- 
Imbomas MmammA(3 baMa~MMdnan, 96939, bg8OMO aosOdm39d0. MaLM3Zab ~9d~e696 Ijbg7emgd0 
©s wMobegdmob 49/360g9M 950 BoOMISHSM JMmdob Loas~mdmydob Bobanbs wo HaJbO dob 
dgMdbyemn~@sb moMadbsdo? adabamgab, Md 0M OoMMsgymoymM LbmMmJe aommdob Logmam 
g28mba34qMo 8MHab(3038960, MoMadbabob wog(339M JoM(33E~gd0b Mome@gbmds wo dagboMhxy- 
B9dnb9m M30 bdab Ag~mmeonyMm-bOMmyadeyMmymo gobmbomdagMgd9d0. — dq BMase@d gomHo 
dabsbs3b dombse godmdogdsbs @~o dgbymdobs,, sddmdb Bdow~s gaommMan IJmobdobw|ogen. 03 
abso aodmMa3byemo, sMbydmdegb boggemgbom ao~mmdab gobmbo BamMa~mdama bobom wo 
VIM daZZeE~gxy7~mM0 Mss, bME~mM oy oM SMbyZdMdb, 3ndgmM]d, gb oMog _Mb (33emab, Mo~@aeb 
dom bg8aMs@ 0(3mM@b76 gb 8M0b(308g9d0. I980 bLaybo~@abmgab ~wo3d96, Mmd bojomag9- 
Mab bLb6ge@obb30 eEMmab Lb3go@obb30 bodasmmdmm jammb Bomdmdswmagbgmme ba80m 
Ag bLagM{d9do AymrogbeEgds LOMM{@ FMMAaZMMgZ06n Zobmba3ZyWMo sdobMM3ZbgQdo. gb LHymnse@ 
aosbom3oMa Modes! s30M@MM Eobegdmoab dq36agMab 9dd030 CEs boMdmM3gn@anbmm dob amby- 
d5do sMbydyeo yboMdobomMa BodbmaMmMosgQaymo Dobos; smsbmdom bogs~mmdgmo wo dyb- 
mo. QbgdNMSO Od9Eg7d0 BaMb3Z; MY AmMamM obgMbgde@5 nAa0 9d BEZ. Asbo~moab by8oMse@ 
ModobbmgMydob es dadeEIJa IMbBongobog0m ImMmgZoeb MIMMaLILsbyMAd0b odo my od BQbo- 
Lomgab? 9b doboms bmd ByGa~mmdnm (6MB dom) oH BodboMegdmes; oym 6939960 es gb 
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69309d0(3 BoMdms~magbag6 domme wodbdom) MMagbSaMgdb Bobankb wognbygd0b dodmb- 
393000. dob4yb6o domeme ghamns. g3@gboob dodgdbo wo w~g@ gdb wow bbob ImMMAa~g|dab, 
Lode@sdmoabs @o M3o6moab dgmgas@ bemnbdobeos sgZomemgde@s Lb3ge@obb30, dom dmmoab, 
Lyymoagmo ba~@3g0b bodgam. wossbemmgadam, oby qoes ymoRamaym ~wobegdmoab d9g(3bo9mMob 
59693073, MI™]dq/3 69. BomMMan Amsbdnbegm@na sddmab: dgbgembo (oa039 wesbegdmob 
d9(3609M9 60, 0.9.) Imdm3Mos@ 4y35606 os MAGMMAIIMbLAMsEOM. LEMAI@ sham Lymogmo 
bje@30b bogom ay3696 wmogamemy|dyembo abobo ws, aoMe@s sModhggy~@my|dMaga AgbbogMgd0- 
bo, dom aoshbe@om bLoodmam bogsmmdmydabs wo Iybemgdob qdyommea ba~e@30b bogo, ob- 
939, MmMam™(3 A396 36geE93m ImbaGMMd9 bodas~mmdam doasmongdab. gb Aggomgab wemgb 
BoMdmyw@agbgemn300 ©, Jam wWdAGH HL, Igydemgdgenais! 

dgMdbym-dobsbSoyMa aoommdob aoi36mdab dodbam A396 ao39d—b03M\M smmboab 
dmoby @os Msd~@ gb0d9 fob3scmab dawgao@ dgG-b93eMgd9@ 3039(3060M 04 oMbgdye~m bLo®y- 
9(309b Mos fogoGoM|m Modegbadg ompymo Joma yma wo dsgMdby~m-dodsbGayMa bogo- 
Mmmdmydob Iybogo~myMoa sbo~mo'do. 

as3gabbgbma eMbg6 ayomamyamoal sbegmdo: 

,6m~mm JZ A~odoemdob oMbgyba, 3n30eE@M] Agbodg~@ MoMadbo (330m gdgmoe@ Mgababo 
bdaboasb, M3am dom39 dmobsamMms Dg@9, MmdGmMmMs Dge@o BIowebs sbeEMyeb smabgMbab 
dgMdbymoe@... SMdobydomMs Ws30M (smdsdgbgdgemoaboms) D9Qaboms, MmMIgmIdsb dg Moma- 
dobgdobs, bmMam amgsbg JoMamoab jgomomazmbbs Z0mMsM39 Bgmoamoe@ Imhaymbs MM~@Ms- 
Bmbo, bgmmgo0bam-damogoMboe bymoabobs, bdabs wo~gdabs bymymgen agndMdobs, 3nbsamasb 
y(36mbo ay3gbgb gbobs Aggboboasb demabs0mbo sdomboa" (obamMmygo, 1965: 226-227). 

0M9306@9m LomdManbdbsbyMm 8MoJ48o30do bIsMAdodns sbeEM |. BM]I® mob bogo- 
mmdmgdob bLa®y309M0 BodbGob ombybobyyemoa MoMadobo, bmemm M3 dgg6gd0 Bobab, 
docmasb Cn~@ns smdommds adobs, Mmd Q 680 bLobM8~m bambsbygMda Ws(34y4~m0 sbeMe 
BMH emob Logommdmyda LommH\@ amsby JoMamoab jomomoagmbob dogmss dgmbox- 
mo. Bomdmanw@agha LomMmae@ sbeMy. y3MgZ8 ge~mob JoMaymoa wos dg9Mdbym-dnbsbGayMo 
deabsomgdab dmg AgboagomyM sbocmodbb, MmMI~mab dgwgadei3_ ym3gmagzoM Amemmenbb 
ao~msodsMes (doa. 5). 

Sboemodba seEsbhSynMmyadb, LOMyI®ymymo dbasgbgd9d0 HM3gombohabms. y3qmob9 I980 
DLaogbgdo ofo(3 Wododmemmg|dgem Aybemg|ddo asdmgmabeos; aodmgmnbeos, 96939, dbasghgdo 
mM39 HMosea300b Aybemgdab Bo~myMH dobha~mmdsms dmMmobs3, 964 dme~mmb bommoe 
Bobb, BoaMmdamse@, BMagay~@mo go~mb badbyd0. MMHa3g dgdMb3q30dG0, deobsaM|d0 Abaogbo 
LAM AI aqQMymo Ireogmoab dabgje@3amMes sagdyjoma — y3Zg9mo dgMdbye~mn demobsomab, ob939, 
AmMamMH3 y3gmo JoMoyemoa dmabsomMab Esdodmemydgemo Aybemgdn ghMa Boba‘dgo asbymdo- 
mo. onbe@o3 gh dg~gan LMymnse@ bogdoMabos odobomgob, Mmd asdmgnGobmm wob336o: — 
M39 93GMB3g939Em™M A3emgbanb BadbmaMsgns gMan 356mbab bsg~qd3q9eb gdyomgds. 

asbbb63039d0b Bomdmowmagbb Jomamymn wo dgmdbym-dnbsbGoayMa M3. bdob-M3e 
asbbb63039dqem0 BZor~mmb bLoGgdo. AMogembdnsbrmdob ] wWomndbgdyema JoManmo M30 bdob 
Lob&gdo oM wos 39M aMZ0mabbabyZdb M30 Lb3go@obb30 jgo~mb, MmamMe gb dgmdbyemdoo. 
qoMayemdn seagomo of3b MygobdabdoagoMo aosbbb3o39d4em0 Bgo~@myMHoa dabmho~mdnb dmb 
denbemg db (mde d0(3 JMaMdmamdnm bLogsmmdmoab LHym sobab 4d60s6), bmam gb dnb- 
(M960 Ed Bobagda Im{(3g~yj~mboa oMnsb 9M doMams@ yo~MmM-GHmbs~mdsdo wo, wWAVHgb 
d9dmb63930d0, Bomdme@agbomba sMasb oMoshggye~gdMH030 ImeEymo3aqjmo Lob&sdgdame wo 
Bgb9d0m. 

9d 999309 B3Eg30b aoMMIs3Zgdob obemmM Amdogoedo LaMaMbByMHs@ 30380M]Jd0. 

aommeoob gobmboagob bogham damgdab 3m369 ~yboMdsboMo Mgdso wos dob boMds 8 dye 
339306 QIbadgbg~mgebgba dg~m@gagdob ImBobs dgydemos oMs JoMBr JoMayma, oMsd9e@ 
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nd3zgm gba BadbmaMogaymoa G®Mose@a3agdab d4mbyg Loge Jagybgdabmg3abs3, aobbo3yamadom 
dgMdbym-d0bsbSayMabomsab. 

©d dmemmMb; Ms aobbbgo3g9d00 d3qgmbs Es Msb9djOMM3Z9 SbMMZbgdome dmmoab? 

d39™ 900 ggemgbosdo, Lodmas~m|dsdo ws bgemmgZbgdedo YdgAG®gbLoe@ 0393696 wo gyMeo- 
BmdmeEbg6 Bgbgdbo wo jobmbygdb qdmo3gMgbo dadbabagoab, bodomamobs wo g¢qddomoG goo0b 
Lodbobymdo! bmaam wemgb bobs 396%) asodmenb 09 Amamm3 Jobeoob, yr3moe@ qbooyd- 
30m (d do369 gIM30N\Ma QMbo, Mobs3 LadsMampbasb wo gdqddoMaS dobmsb oMogygQMo 
o]gb bogmom. 

L&E qmnse IsMagayjmoseo dHdsbgdb BmemngZ4®mb BoMagemod3zgomo: gob Igsdgqmby 
yoMabas boddmdemm aommednbs wo badmgmob dmdb3mdo0 wos d9d33e~g9en0"[7]. La&y30 Imd- 
L8mdo asboagdns, bmemm Mo oaymoabbdgds Lo®y30do d9d(33emgem0?....020 axqcmabbdmdb od 


Bgbgdabs wo jobmbgdnb CoMM3gg30b, Mobg(3 WoMdbgdyemns ao~mmdo-bodm|Ms wos ao~mm- 
do-bodegmob dgbmymadob bymaby3gmgdob da33cmob, M3 Logybggd0b aobdogmmdsdo 
aobeog3h od wae gdyem bowybexgb. CoMbdNbadyEmn 30M, Joma mo ao~mdos-bode@gmob bob- 
dobeg LH ymMse@ Eo(347~m0 O4bgd0 dmdogeedo. 
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MALKHAZ ERKVANIDZE 
(GEORGIA) 


ON THE CANON AND CANONIC THINKING IN GEORGIAN TRADITIONAL 
MUSIC 


Musical material has, in the first turn, the practical purpose. Theoretical science must serve to 
the practical one. We believe that not just a theory is a science, practice 1s a science, too. 

At the previous symposium I presented a theme titled Georgian Musical System (Short Re- 
view) (Erkvanidze, 2015). There were discussed modes of the Georgian traditional music, sound 
arrangements, modulations, issues of determination of the mode and its support, etc. What about 
the aim of the present article, it 1s to state still more numerous and more solid proofs of the canon 
and canonical thinking valid in the Georgian traditional music, than it has been ever done before. 

Let's take the issue of observation on the "mukhlis" of chants as well as on eight voices. 
These themes have deserved attention from many scientists. The main default which the previous 
works have in common is that the chants presented during the scientific analysis are not driven to 
mode-tonality. And the key to the secrets of mode lies only in the oldest authoritative audio-records 
(Erkvanidze, 2003, 2015). This is to say, the researchers cite these articles in the same non-edited 
form just as they are given in the notated manuscripts. What about the sounds given in the original 
audio-records, they radically differ from the soundings present in scores. 

Among the scientist there circulates an idea, according to which, it does not matter, what 
signs of alteration are used during the performance of a given notated manuscript, or into which 
mode they are put. This is an absolutely incorrect and non-scientific opinion! If Anyone chants 
"Kriste aghdga" ("Christ is risen") or "Aghdgomasa shensa" ("At your resurrection") in a minor 
scale mode, the public opinion would be that such chants are incorrect, as everyone knows well the 
original versions of these chants due to many audio-records performed by old chanters and singers. 
That's why these popular samples are chanted correctly by all the performers, wherever they would 
be residing, and they sing it in the major scale. Very much similarly, those thousands of chants, 
registered in notated manuscripts, all of them without any exceptions, possess their own modes and 
scales in the uniform mode-tonality. I have spent a lot of time and energy while investigating this 
matter and I am very pleased that the research has the correct direction now. 

Analysis of audio-records has revealed that the thinking in modal scales is based on an unusual 
order, canon and canonic logics. Determination of the modal scale is the primary necessity of the 
canon and canonical thinking of the Georgian traditional music. Sounding of the chants registered 
on the pentatonic system at the verge of 19-20" centuries is too far from the legacy which was 
given to the musically literate people by the old chanters. It is inadmissible to use this form of 
manuscripts in practice! In best cases, these manuscripts must be resounded in the old Georgian 
musical system and sound arrangement, or, as a minimum, they must be correctly translated to the 
pentatonic system, and only then it would become possible to use them in practice. 

During last 15-20 years there were published many notated collections of chants, the most part 
of which I edited myself. Despite great efforts to make correct translations of the greatest part of 
chants into the pentatonic system, still this collection of chants, in view of the arrangement in the 
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temperated system, needs to be reviewed again. 

Let's now head to the practical part of the work. 

Canons and canonic thinking are revealed in four principal issues in the Georgian traditional 
chant: 

1. keeping exact measure from the beginning of "mukhli" to the last sound; 

2. keeping exactitude of distribution of the syllables in "mukhlis"; 

3. exact fixation of the initial, and, especially, ending steps of the "mukhli"; 

4. Finding correct mode for the "mukhli". 

Hymnography is characterized by free poetic metric and rhythmic measures, and, accordingly, 
time signatures of the melodies are also diverse. According to observations, the canon is revealed 
in the regularity that a concrete rhythmic and melodic formula, which we call "mukhli" ("knee" in 
Georgian), must fulfill the listed four principles while being repeated in various chants. 

Observation made on the musical materials has revealed that the above-mentioned signs are 
most solidly and canonically characteristic for the ending "mukhlis.". Let's present several of them: 
"Saidumlo utskho" ("Unordinary secret"), "Nateli natlisani" ("Light of the lights") and last "mukh- 
lis" of the troparion of the 4th voice. Initially I thought that all three of them were the ending 
"mukhlis" of the troparion of the 4th voice. Yet, there was revealed that there is a great difference 
between them. All the three phrases have different metric measures since the first singing; also 
that possess various principles of distribution of their syllables along the tune; various "saktsevis" 
(small constituent parts of a "mukhli") and the initial and last steps that are different in mode-tonal- 
ity. This result has been proved to be important from two points of view: 

1. there has been solidly revealed the features of "mukhli" as of a canonical unit; 

2. solution of this issue will be useful for the matter of making order in the huge quantity of 
materials in view of matching the right mode scale and correcting mistakes in the manuscripts (ex. 
1). 

a) The "mukhli" of Ascension troparion, as well as generally last "mukhlis" of troparia of the 
Ath voice, have 20 beads of measure from the start of singing to the last sound; they start at the Ist 
step and end on the 7th and they are built upon 1 + 3 + 5 syllables, which is the solid canonical 
structure of this "mukhli" (compare the last "mukhlis" of all the troparia of the 4th voice). 

b) The last mukhli of "Saidumlo utskho" has 12 beads of measure from the start of singing 
to the last sound; they start at the Ist step and end on the 7th and it is built upon 1 + 5 syllables, 
which is the solid canonical structure of this "mukhli" (from Q 674 "Shen romelman, from Q 684 
"Adide shen matskhovar" ("Hail the Savior") and last "mukhlis" of "Brdzanebasa usjulosa" ("To 
the unfaithful order")). 

c) The last "mukhli" of "Nateli natlisagan" has 24 beads of measure from the start of singing to 
the final note, it begins on the Ist step and ends on the lower Ist step. It is built upon the principle of 
syllable distribution as follows: 1 + 3 +5, which makes the solid canonic structure of this "mukhli." 
See the troparion of circumcision (Erkvanidze, 2002) the last "mukhli" of "Upalo ghaghadvkavi." 
("Lord I have appealed loudly") (Erkvanidze, 2004) 

After taking a deeper look into the issue that was evident that Tatia Chkheidze had partially 
made an analogical observation. She took the 4th voice of the troparion and on the example of var- 
ious "mukhlis" of this voice she made a correct conclusion in view of the principle of homogeneity 
of syllable distribution (Chkheidze, 1999) 

Here we cite other examples, where all four principles are abided by (ex. 2). 


On the Canon and Canonic Thinking in 
Georgian Traditional Music 49] 


It is compulsory to abide by the above-listed principles for those who are daring enough to 
make a tune for chant texts. 

Now let's suggest to you an example of the canon and canonical thinking from a folk song. 
Let's take the song “Makruli” ("Best men's song"). Let's see how this song is sung in the East and 
West of Georgia (ex. 3). A Telavian performance (40 years ago) and another performance in Shilda 
(110 years ago) reveal that they are entirely identical. The variant of Gurjaani differs a little from 
them structurally, but the sign of alteration D flat () gives a clear hint of the identity of modal think- 
ing and mode-tonicity modulations. 

What about the western Georgian "makrulis" ("best men's songs), analogically, performances 
of the singers of various times and places are presented in all the five samples appended here. They 
also reveal complete identity with one another in respect of the modal thinking and mode-tonicity 
modulations: Rachan "Makruli” from Y. Grimaud's expedition and "Kuchkhi bedineri" from Gigo 
Erkomaishvili's records, Gurian "Makruli” in the performance of Ladime Berdzenishvili's group, 
Megrelian "Makruli” and Dutskhuni "Makruli” (ex. 4). 


Beginning of the search for canonical and structural parallels among the Georgian and 
Byzantine chanting 

Now I shall suggest you those results which we have yielded when we started search for the 
common canonics of the Georgian and Greek ecclesiastic chanting. This practically means the first 
steps to establish the existence of common canonic roots of two most ancient traditions based on 
the analysis of musical materials. Till I proceed to the discussion of this matter, I would like to 
emphasize one circumstance with much heartache. 

There have been expressed opinions that the Georgian chanting has no canonics, the logics 
being that if it had a canon, then it would have been registered at the world church councils. This is 
an absolutely incorrect idea, too! In the Orthodox church, as in the most conservative space, there 
is nothing implemented without canon, order and rule. The church is based upon the written and 
unwritten faith. In the church both written and oral traditions are equally valid. Why did "mekhe- 
lis" and "dasdebeli" experts (experts or psalms and all chanting materials during divine services) 
input huge amounts of work into the translations of tunes and texts of the chants from Greek into 
Georgian? The reason was to comply meanwhile with the common canonic principles of chanting, 
to keep the number of syllables while translating and to preserve the melodic and structural regular- 
ities of eight voices. — "I have seen huge misfortunes during their searching and matching," tells us 
St. Giorgi of Mtatsminda. It is also not ruled out that there would exist a canon of church chanting 
in the written form and it 1s not yet discovered; and even if such a canon did not exist in the written 
form, I insist that it doesn't change anything as they could have an oral tradition of these principles. 
For more clarity I'd add that in the oral memories of the representatives of various chanting modes 
from Georgia of various times there is revealed the very homogenous canonic thinking. This is a 
totally amazing thing! Let's take the case of a "dasdebeli" expert and imagine the huge hymno- 
graphic materials kept in his mind; thousands of chants and phrases. Involuntarily there comes a 
question: how could he manage to memorize by heart these voluminous materials and then their 
setting as a mosaic for this or that rule of divine service? These materials were not fixed in a written 
(notated) form; these were just neumas and they represented just auxiliary orienteers in case if the 
tune was forgotten. There is just one answer. The fathers and mothers of the church, as a result of 
the long-lasting obeisance, selflessness and work, were awarded various gifts by the holy spirit, 
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amongst them, the gift of spiritual vision. The story of a dasdebeli expert would be very much sim- 
ilar. St. Giorgi of Mtatsminda says about them: "Mekhelni” (the same as "dasdebeli" experts, M.E.) 
are my leaders and they bear God’ glory. Exactly such a gift of spiritual vision was theirs and, 
apart from unordinary memory, they had the gift of direct vision of divine chants and phrases, very 
much the same as we see today the chanting examples on the monitor. This is today unimaginable 
and, the more so, impossible for us! 

In order to get acquainted with the Greek-Byzantine chanting we have travelled to Mount 
Athos. After several visits when we have mastered the situation on the spot, I have managed to 
perform musical analysis of several scores of Georgian and Greek-Byzantine chants. 

Let's remind ourselves the will of Arsen of Ikalto: 

"And I, low and abject Arseni, have undertaken the third translating unchanged from its own 
voice, upon the same their own irmoi, which were described by Andrea in Greek... Upon the order 
of King David (the Builder), who ordered me to translate, and who ordered Iovane, the Catholicos 
of Kartli, to attempt the voice joining, as their irmoi were alien for our language." Arsen of Ikalto 
(Ingoroqva , 1965: 226-227). 

In the modern practice of divine service there is used the Arsen's translation of the verbal text 
of the chants of Andrew of Crete. What about the tune, there is a high possibility that the music for 
chants by Andrew of Crete, preserved in the notated manuscript Q 680, is written indeed by Iovane, 
Cathalicos of Kartli (Erkvanidze? See Georgian Ecclesiastic Chant, Vol. 4, Tbilisi 2006). I am 
presenting a short musical analysis of Georgian and Greek-Byzantine irmoses by Andrew of Crete, 
results of which have exceeded all expectations (ex. 5). 

Analysis certifies that structural similarities are evident. The utmost similarities were revealed 
in the ending phrases (mukhlis) here, too; there were also revealed similarities between the modal 
scales of the "mukhlis" of both traditions, i.e. by the end there are clearly visible the signs of the 
Phrygian mode, conventionally. In both cases the irmoi are built upon the similar structural models 
— the ending "mukhlis" of all Greek irmoi, as well as those of all Georgian irmoi, are arranged along 
one tune. Even this result is completely sufficient to make the following conclusion: - hymnogra- 
phies of both autocephalic churches are based upon the same law. 

The difference is made by system of eight distinct modes — Georgian and Greek-Byzantine 
eight voices. The Georgian system of eight voices based on polyphone does not and cannot foresee 
eight different modes as it is in Greek. In Georgian there occur "mukhlis" resembling to eight voices 
and having different modal inclinations (which jointly create the full tune of the chant), and these 
"mukhlis" and tunes are included into one main mode-tonaliyy and, in most case, they are presented 
by unordinary modulation systems and rules. 

We have serious plans to deepen research of these themes in the near future. 

Finding common roots for the canonics of chanting is a huge theme and its successful research 
can bring most important results not only for Georgia, but also for other countries having ancient 
hymnographic traditions, which is especially true for Greek-Byzantine traditions. 

And, lastly, what is the difference between the ancient and modern ways of thinking? 

The ancient folks in church, society and art mostly abided by the rules and laws for the main 
purpose, in the service of truth and verity! And nowadays there comes forth to the foreground the 
groundless and harmful emotional background of "as J wish" which has nothing in common with 
the truth. 

Polievktos Karbelashvili is absolutely correct when he says: "Destroyer and changer of the 
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native chanting and song is worse than a cannibal" (Karbelashvili, 1898). The word "destroyer" is 
clear, but what is implied by the word "changer"? He implies violation of those rules and canons, 
onto which chanting and song is based, as well as alteration of the disposition of performance of 
chanting and song, which has accompanied this treasure and lasted for centuries already. And I am 
sure that purity of the Georgian chanting and song will be completely preserved in the future. 


Translated by Mikheil Gelashvili 
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dsascmaan 1. Lodo ege@babyyemo dqbeno. 

Example 1. Three original stanzas. 

3) Sdsmeme@n ~n@gd0a. a6 Q 674: 610. eEs(344~m00 bgmbsbyaMmMs JgMM3Zby4~m (3968Mdo. 
a) Thou Art Ascended. See: Q 674:610. Preserved at the National Manuscript Centre. 


Sc ee ee 2 ee 2 ee ee es es eet 
ON ee ee ee ee ee ee ee ee ee ee ee eee eee ee 


He Iga499-6 bom dg mgmo-be, dbbL69er0 berg mn - Le. 


d) Lon@7derm 9(736—. 06. Q 674:447 ws(3qmos bymbsbgMns 96mZbyAE (396GMdo. 
b) A Mystery Strange. See: Q 674:447. Preserved at the National Manuscript Centre. 


a) bsagco bsaemabsgo6. Ms5ye96 bybesdob oMJog0; by~mbsby%o 2101. 23.58. 

Cosmas LofoMaggemmb QmmammmMoab Lobgemdbagym (3968Mdo. 

c) The Light Sent from Light. Razhden Khundadze's archive; manuscript 2101, p. 58. Preserved at 
the Folklore State Centre of Georgia. 


6806 ms bom G6 Bs Gdm gom, 39-499 Byoom9d Ago6. 


co) SISMLNDHOD (CNC ISNE. AdEO9M(39d04EM0 9HHQdI gH Jrdoodgamab dogM. wo(3~yemoo 
mdamoabab bobgmdbagm gmbbayMZ0GmMoaab JoMayomoa bombo Iqbo3zob 

Ig7IMAIQEgQd0b MsdmMMsGmMoob sHdogdo (Jbddemo, Romo N189, 99-4). 

d) Thou Art Ascended. Performed by Artem Erkomaishvili. Preserved at the Archive of the Georgian 
Folk Music Laboratory of Tbilisi State Conservatoire, tape N189, 99-4 


9) beow@nderm 9736- Cs C0~@|dqEM0. 2309-3990 §=CNDNAMA BoGoMog0b,  39Memod 
Lodmbadgamoabs ws 9&9 gM Jmdoodgomoab dogm wos mdamobob bobgemdbo3m 
BMbOLIMZ08HMMaab JoMayemn boembsfha Agbogob dgdmdge@gdob modmMo8mmMoaab oMdogdo 
(Joddems, amo N 4, 1). 

e) A Mystery Strange and Most Glorious. Performed by Dimitri Patarava, Varlam Simonishvili 
and Artem Erkomaishvili. Preserved at the Georgian Folk Music laboratory of Tbilisi State 
Conservatoire, tape N 4, 1, 


(Os 2 399 &9 cro, fen 0 m Bombs + - gsmmic 
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3) Boge bsmcmb5g 56. 350939040 CEOdNGHMo 89GHoGog9b, 396d 

Lodmbadgomoabes wo 9&9 gMJmdoodga~mob dogm. obobgd9 mdamoaboab bobgemdbogym 
gMbLIM3Z08HMMoaab JoMaymo bomb yMHo Aybogab dadmdge@goob modmMs8mmMoab 

oM4ogdo (Joddeno), gomo N 7, 4. 

f) The Light Sent from Light. Performed by Dimitri Patarava, Varlam Simonishvili and Artem 
Erkomaishvili. Preserved at the Georgian Folk Music laboratory of Tbilisi State Conservatoire, 
tape N 7, 4. 


axe! OS gedengtgbs — Ig 
oe! 
bdnbops bat dob da-(3bm - 4am, do gqnBysenqbhanb. 
doascmoaann 2. 
Example 2. 


3) 43 9C02 Od 36350. AOI9M(39d04EMO 9HHJI gMJmdsodZ30~@moab dogM. absbgdo 

mdamoabab bobgmdbagm gmbbaMZoGmmMaab Joma yma bombo dqbo3ob 

I9IMAIQEQd0b MsdmMMsHmMoob sGJogdo (foddes, N 184,48). 

a) O, Come, let us Quaff. Performed by Artem Erkomaishvili. Preserved at the Archive of the 
Georgian Folk Music Laboratory of Tbilisi State Conservatoire. N 184,48. 


ira - go - Go- oF go qbaou Lo - bay - ino o - bs - Crt. 


6) dodom 6396. as©Im(3g9d4em0 9HGqdI ghHJrdoodgamab dagm. absbgdo mdomobolb 
bLobgmdbagm 3gmbbyMg08mMoaab Jomaymo bomb yMo Aybogob dadmdge@geoob 
MsdMMsGmMHoob oMJogdo (foddems, gQomo N 195,10). 

b) Our Father. Performed by Artem Erkomaishvili. Preserved at the Archive of the Georgian Folk 
Music Laboratory of Tbilisi State Conservatoire N 195,10. 


(6 —= cree 


oh= Hog aE By - Pach ay = Bn ge matin « (7 it hh ba, 


a 


3) smog Mdnbs 0-7 oMb. 390dM(3909Em0 9M Hd gh 4mdoadgo~mab dagm. absbgdo mdomobolb 
Lobgmdbagm gmbbyMg08mMaab Jomaymo bomb amo Aybogob dadmdge@geoob 
MsdMMsGmMHooab oMJogdo (foddems, gomo N 184, 45). 

g) The Day of Resurrection. Performed by Artem Erkomaishvili. Preserved at the Archive of the 
Georgian Folk Music Laboratory of Tbilisi State Conservatoire, N 184, 45. 


Paseesena: aa aaa 


go - bambyne - my - Sm - mage 
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©) 306306d0c@6 7m bo736mMdgembo. as@EIM(390jEM0 9HH99 AH 4mIsadg0~@ob doge. 

absbgd9 mdam@oabab bobgmdbogm gmbbaM3Z0GmMoaab Jomaymo boembmo 

Anbogob IgImMAdg{eEgd0b MmodmMsGmGoob oGJogdo (Joddems, QoMo N196, 14). 

d) Let us purify our senses. Performed by Artem Erkomaishvili. Preserved at the Archive of the 
Georgian Folk Music Laboratory of Tbilisi State Conservatoire N196,14. 


doascmoaan 3. 

Example 3. 

ds) jobyGo doyMacmo. sb. aybeo @. Isbomgmsdzgom~mab bamMddmgsby~mdnm, wob3o 
MgJems39emgJd0, Mdac~mobo 2008 N 3 am3zmmmMab bob. (3968Mob aoder3qdo. aodayMmymns J. 
gM430b0dab dogm. 

a) Kakhetian weeding song. Performed by P. Makhatelashvili's choir.Published by The Folklore 
State Centre of Georgia. Transcribed by M.Erkvanidze. 


‘ = 
I * a ——. - 
G6 i —# — et ——<—_———=- 
= le Ja = et 
f 
] A = = = r is a ——s = 
=: iz 
* i ” =e 
| = Fi 
b—> ao * aa: r = 
es = = 4 = 2 2 
= 
Fs a 
— — ue 7 = 
Ff —— az 
! z= a a er | * os F an 
ee ee eee ee —— 2 ra 3 7 
i i " i; + A SS ad F es 
rok = : ce 
Se 2 a - 


- 
kat 
aL | 
hal 
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d) job4Go doyHyomo. sbG. avy6eoo, ~m. sbodsdgomob bomddegsbymmdom. 9% JmIsod30mo 
S6OMM CS MMEMbosns 3968963. 8OM39m0 BMbmMhsbsby|M|d0 bLoJoMaggmmdo, 1901-1914, 
c@oab30 4/3, mdomobo, 2006. asdagmymns 9. 9M J3060dob dogm. 

b) Kakhetian weeding song. Performed by L. Asabashvili,s choir. A. Erkomaishvili & V.Rodonaia. 
The First Recordings in Georgia, 1901-1914, CD 4/3, Tbilisi, 2006. Transcribed by M. Erkvanidze. 


I I mm fy 


dsascmnonn 4. 

Example 4. 

s) gahbs 39e@069G0. sb. axybeo 9.9%Jmdood30mob bamddmzo6gemadam. 9% JmIsod30mo 
S6OMM Co MMEMbosns 3968963. 8OM39m0 BMbmMhsbsbyM d0 bLoJoMamygemmdo, 1901-1914, 
c@oab3o0 4/1, mdomobo, 2006. asdagmymos 0. 9M J3060dob dogm. 

a) Kuchkha Bedineri (Megrelian weeding song). A. Erkomaishvili & V. Rodonaia. The First 
Recordings in Georgia, 1901-1914, CD 4/1, Tbilisi, 2006. Transcribed by M. Erkvanidze. 


- «= 
ii iz Fy ; = a | = - 
6 Pa = 4 i t fh a is 1 ' ] ; 1 r oS ‘a | 
cE a 1 = a =n — a 7 b a 
. 
GQ agi efi ileter pis 0? tele fee fee: 
i ¢ ee —— — — 
- * ro * * 
one -——jf_f_f#,-# PoE font fof 
= - { = = iF a) 
i —— a e rs E Fe FO —eon a = 
a i ;— — — an 
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d) dg Gyo doyHymo. 63m byMGRZosb g:9MnsbGo. JoGaymn Ed smbsdbyHo bombyMo 
Lodmgmgoo. XX boygybob 30-0960 beagdob wboagomama fobobymMgEd0. wobgo N 1/ 20. 
mdamoabo, 2005. Jomaymo boembyho Lodmgmab bogMmsedmMabm (3968Mo. aodagMmymos J. 
gM gebodob dagm. 

b) Megrelian wedding song ( N. Khurtsia's version) D. Arakchiev (Araqishvili), 1916:35.Georgian 
and Abkhazian Folk Songs. The Unique Recordings of 1930s . CD $1/20/ Tbilisi, 2005. The 
International Centre of Georgian Songs. 


dsascmaonn 5. 

Example 5. 

s) J9069 es dbLb69er. aghdby~mn 39Mboo: snmbob Imob g9Gm8geab ImbsbSGab oyeom 
BobsbyMo. 9. 9M43060dob oMJngo). JoMayemn g9@boo: 9%Jg060d9, 2009: 42. 

@odb336om0 dnjbengdn. 

a) He is My Helper. Greek version: Bon80c Kai oxenaotyns. Audio recording from Vatopedi 
Monastery, Mount Athos. M. Erkvandze's archive . Georgian version: He is my helper. Erkvanidze, 
2009:42. Final stanzas. 


ev - 60 - Geo yap Se - 6&0 - S& - orm. 


ee ——— 
a - . i i mo- ag - sym Mb. 


gOIgbAoGHar o) dm~@e Iybeok IoHGqegiob Gomegimds: nhdbyeoto 8, AsHory~do 9, 
3) ardeghigdoes6 dom daqhodog ngmpob Gomegbmde: ghdiywoto 13, JoGorgmo 13. 
a) bobg tgs ghmggoho yorrerymn Thasghgdo. 


©MS69H000. doombosd 9 43060d9. 
APPENDIX. Malkhaz Erkvanidze. 499 


Comments: a) number syllables in the final stanza: 8 in Greek, 9 — in Georgian; 
b) number of counts between the jubilus and final sound: 13 in Greek, 13 in 
Georgian; 

c) obvious is a sort of modal similarity. 


d) mabey, (397. d9HdbyeM B9Mbos: pdceye, ovpave Kal. combo daob g0m3ge@0b ImbsbSMob 
seam hobsbamo. 0. 9M 43Z0bndab oM Jago. JoMaymn 39Mbos: 9%43060d9, 2009: 44. 

b) Attend, O heaven. Greek version: IIpdooeye, ovpavé kai. Audio recording from Vatopedi 
Monastery, Mount Athos. M. Erkvanidze's archive). Georgian version: Erkvanidze, 2009:42. 


dap spe 


cor a I[Inp-fe = wo on: pe, c= m-: dy - py : on = vo 


de Bye co - bee gob Ge lige = be Bggb = cag, 


3) abo qa, n6a~Ia. d9MdoYyem0 B9Mbo»: “TdEtE, ETE (sombob doob 35 HM3ge@0b dmbsb&Moab 
sneom BobsbyMo. 8. 9%43060dob sMJogo). JoMaye@n 39Gboo: 9% 43960d9, 2009: 45. 

c) See, See that Iam God. Greek version:Tdsts, t6ete.Audio recording from Vatopedi Monastery, 
Mount Athos. M. Erkvanidze's archive) Georgian version: Erkvanidze, 2009,45. 


agulicye 


* ; a 7 7 3 _———, é 
sralghgatia: a) baby bys ghmggata sopra dba ach 
A) botedbsper co 7 dati aeens bean Ashore do i. 


©) g9bd5 bobsbb656898y3g9embo. agdbyjc~mo 39Mbos: AxyKosv 6 Mpogijtms. smmbob doob 
358Mdg@0b Imbob&Mab sn~@am frobsbgMo. 9. gM43g0badob oMdogo. dJoMmyea 39Mboo: 
943060d9, 2009: 47. 

d) The Prophet Heard of the Coming. Greek version: Axnkosv 6 IIpogntyc. Audio recording 
from Vatopedi Monastery, Mount Athos. M. Erkvanidze's archive. Georgian version: Erkvanidze, 
2009:47. 


qhdo Gobslhomda a qaqcoba go deonkiate 


ay - da - Bo, ga - - fs) i La has ag6 = Tie 


Peybeetet o) hobby afing gation gopmnyio dbgoqbphs 
ti} thse yp yspererptanh Faeqn bea, Seeptodle-n gen aden 1), saeorspettha toh, 
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9) @sd0mg06 30dbLamd. d96dbyem0 39Mbos: Ek vuKtdc OpOpiCovta. snmbob Aaob 39Gm3ge@ob 
Imbsb&Moab ovjy~eoom fobobyMo. d. 9M J306a0dab oMdogo. JoMaxymo 3g9Mboe: 9M43060d9, 2009: 50. 
e) Out of the Night. Greek version. "Ek vuxtdc dpO0piCovta. Audio recording from Vatopedi 
Monastery, Mount Athos. M. Erkvanidze's archive. Georgian version: Erkvanidze, 2009:50. 


a ey ne|0 OEM - rp go -iov ow He - hy - je aon, 


- = uM backs ~ way ee By = fe @ ke Ayeke = be 
ardgbaamo: 2) bebyiys phos pope Thaaghephs 
4) Ore dashed datiyaeaioh tarmeyhede: dqhdisgotin 1, daor—eiie 14. 


3) 550-3453 9. d9MdbyAE@mO 39%bos: "EBONoa Ev AQ Kapdia LOV. sHmbob Aaob 39Gm3ge@ob 
IMBSLAMab sej~oom RobsbyMo. 8. 9M J3g060dob oMJog0). JoMornjemn 39Mboo:9%43060d9, 2009: 51. 
f) I Cried with My Whole: Greek version: EBonoa év 6An Kapdia ov. Aaudio recording from 
Vatopedi Monastery, Mount Athos. M. Erkvanidze's archive. Georgian version: Erkvanidze, 
2009:51. 


ee. a - Wy - ya - yew it he - pig i id i AV pen, 


bbs tbe ‘ _ of ‘ 
dhdghdatias o) balytas ghengaatha seqorryen Mig aghqdo 


%) 373MeOIM Cs WIR {EMM 30fdb6760M. d9HdbyYemo B9Mbos: “Hudptopsv, Yvopnoapev. sombob 

dJaob 308md8ge@ab dmbob&mob sq~@am fhobsbgMa. 0. 9M J306ndob oMdogo. JomMaymo 39Mboo: 

943060d9, 2009: 56. 

g) We Nave Sined. Greek version: ‘Hudptouev, ywounoapuev.Audio recording from Vatopedi 

Monastery, Mount Athos. M. Erkvanidze's archive. Georgian version: Erkvanidze, 2009:56. 
deities agmeqn @o "dem goddbqbom % droldota 


hae SS . i 
Da 


—— 
Si = &b = me fyb = ome ely «= Phares 
graghgte: o) ajggenghs gem qaho yooneryten Pig aghets 
4) bAggeytok fompybede dyketa: dgedisin 7, paturqeria 7. 
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om) GmMdgembs deembo (35M060. sg%dbyemo 3g9Mbos: “Ov Ltpatiat, obpavav doEACovot.scomboab 
Jaob 308md8ge@ab dmbob&mob sq~@om fhobsbgMa. 9. 9M Jg06ndob oMJoga. Jomaymo 39Mboo: 
943060d9, 2009: 57. 

h) Him Whom the Heavenly. Greek version : “Ov Xtpatiai, odbpavOv do0GaCovot . Audio recording 
from Vatopedi Monastery, Mount Athos. M. Erkvanidze's archive. Georgian version: Erkvanidze, 
2009:57. 


bghdb yee 
fi : on : 
———_—_____—_==_=__==_=_====_==S=S SZ 
* = a al 


Gmighgetio a) ogsgenghe gSngyatio oro Thgaghgts 
ih that yen hah Parereejm sp bars Sg aa dotlrn Chie ft, pet eonesen tn fh. 
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Id38 20d LIbBNSABNLN 
(LSISMHOISIL) 


GIMINEN IMMTIINN JIoONIS BNIEMBMIBNIS bOS6960MIdd0) 


8me@mabydoyMHo GByMdobo ,dImMMayeEn" QomMaMme@ asdmaygbgd9 d3q9ma JoMoam 
Mma yMangyem-Badbmamogay@m dgacmgddo. (36mdagmas, md X boy 3ybob wosdemggabo wo Xl 
boy 36o0b @obsbyabob gma-gma y39mob9 339 bg3gdaM {dq bgmMbobgmMdo, AMMeESbgAbL 
dmab3somMos 3h gd4y~mdo (60Gb6' A-603), aMdMbgdab aoM3394qE~m0 YGAyQBgoo0 aodmymaRoamns 
Lobgmbme@gjdom ,dmmanymbo". ,Ma"-dahnsbo & 9Mdo0bgd0 (,dmbomMas3o", yIMMAZS", ,09M- 
ayo“) EsIMBIF&ayeEmns, 03%9039, X boygybob os~e@ao% edo (Sin. Geo 1, Sin Geo 34, dodoge 
IMEM|30~mOabL 3M gd~4yeMdo bIGL S 425), XIII boy 3y60b B5803do (Sin. Geo 72), aamao dasb- 
dnbe gob (XI b.) Mg@oJ4(300b LgnbsdbsoSdo ws Lbgs bambsb9%qdd0. 

bod9(36a9Mm maShgMoGyModo BodbmamMogoyem &gMd0b6 ,dmMAMyQmab" dobobgd aobbb- 
B93904yem0 AMbsdM dgd09 asdrandyema. gemgbg IAHMy3ggmob mgombobMabom, ImMayeo, 
0b939, MmMamm™ 3 Jobo 89Homgem~Mo Dbad3zb6gemdnb GyMdabo goMogQ-ambo, ,cmo8yMaogodo 
abdseM|ds boyQmm Es En~GD EEMMbobboymMaAdaba3Zab asb3qyMm3Zbo~ wWodoG jdm dDgbLbdome 
Oy aoEMMdsmMes smbsbadbs3000" (9986939e0, 1973: 152). dg(3609Mab sbMom, od CEAdyemgd0b 
JAM-JHE ESOsbhS nM d95 BMaaghn JoMaye bymbsbyGdo (os9~@a0MH Jd0 Sin Geo 1, Sin Geo 
34, bIG6 S 425) dmboHns3z0@ bobgmegdyema bLoasmmdmgdob aodmymas (3039 bomoy- 
Ham; Jsagomamse@, ,dgbb6do60 Bdo~nbs MdMmobddmdm~mabsbo, gRoMsgQammbboa ~wobgbgdyembo 
MbamMsbo Cs AMbsHms360 MAdIqjmbEo Bdownbs 3mBdsbobbo* (Sin. Geo 1, Ir); s6eo ,dgLbdo60 
©d JID 3Md9b60 yr3gmoeEbdowabs Es CNEEJdyYmabs MIMMaLIDMda~nbs, DoMoe@ab Jombymoabo 
doMasdobbo, RoMogQambbo wosbgbydymbo wo ImMboMme360 ym3qgmms Doms bgw@s Ws M~~m 
M~MGHy53mM5 Ed sf~denmbs ws bdmobsoMbai3e...* (Sin Geo 34, 210v); 

Logsmmdgmmese bobgemimegdgddo wodmbdgeymn GyMdobn ,QoMogmmbo", gemgbg 
d9GMg39mab sdMam, ,ImMboMmogob" dsgMdbyomoa dgboGygobos. Ig(36agMob asbdomS Jd0m, 
ogo dgMdbyemo “tapaTTTOV”-ab JoMmyam BMosbb3Mog300b boMdms@agbb wo badbs3b wobo- 
doS Jdg9e~mb, JaboMms3gmb, daboddgmb; ,dqb6dqd0b" dadoma 30 abgm dgbbd9db, mdemgdnc3 
yes wmogMamb LoyQmm o~mgbobboym|dbj dgbobMymgdgm dobomob, GmammM3 bLogom- 
CIS MM CsbsMa0* (948H939@0, 1973: 150). 

Yggme ob oMagdg6So, SmI~ob boygdgg@mbg3 gergg IgGMgggQ@ob bbgbgdgero 
CIJOYM|d S09 BdIram,dyemn, 3MoGHogymowss JggQebydyyemo 606m bs3-jesd30~@ob dogM (60- 
gjw@od3omn, 1996). 3936090 bogdgme doohbggh IgGMg8g9mobL ImbobBMHgdob ,ayoMsQambo- 
bo“ @o ,dmbosMmogab" dobsoMbmdMHng0 ognggmdob dgbobg9d. ob bogbgdom doMmgdymoe 
SDob3amg]db yyMo~@mgdob od aoMgdmgd0b9, Mmd MIMMabLIImdm~moab ,dgbbdomo" bobg~m- 
Bme@gdgddo ,dImboMamogzbo" Ed ,QoMsQambb" drmob JoyayeRgogmo ,~@o" go3gdaMos @ob- 
dnemo. sdobmob, d33mg38Mab boG®y3g9d0m, ,oMogamoMa aoMobGooe oM oMbydmdb odobo, HMmd 
rROMSRaMbo" Jsob(35 Cs Joobi3 dgMdbyeo “TapdaTToOVv”-ab JoMayemoa &Msbb3M0q 3099". 
Bogye@od3gamab gb mgombobMoabo dobo39 Msdegbadg sMaydgbSamos aodyoMydyema: xg 
goo, — baMb o—0 — dgmMdby~moe@ gb &aMdobo, MmamM3 dZ38eE~mg30M0 s@badbo3b, dob oM(3 
ga dob bgemm oMmbyoye maSymangye emadbo3mbdo oM dgb3g9@Mne; dgmMq(3, daxbg~@o- 


54 @d dxIJwaMddA’3 SdMgQ3Z0084MaM bIC smobadbydo 3. Bgggmodab bobgemdob bgmbsbyMns gMmm3gb4ye~m0 
(3968Mob (mdocmobo,. Loqomag3gcmm) bgembobyMgd0. 


89Mdabn ImMayenn Joha ym 8odbmMaMogoye~m bombsbyMgddo0 503 


3900 Odobs, GMI “TapdTTTOW” aMosdsGo3ymoseo LomMa QmMIS5 (Jomgdyemo Tapa bobwe|7d- 
mobs wo ATTOW BIGOLSA96), A396 9% Z3a(30M, SgGdbjeEmMn 965 sdenggh vy oMo bob4(3osb 9da- 
359 QMMdob, os, JgLsdg, oMogaMoMa QMbgGazyMoa Logyd3ggqmo oM oMbydmob odobomsab, 
Mmd d9Mdbyem0 “tr” dagMs (Jam wWdAA8QbL, obgao (36mdoe~mo Babeogeyemob Igdowagbemdsdo, 
AmamMHo3 oMab “tapa”) JoMayedo ,a@"-e@ asodmby~mnym (A396 3moMadbom: 89Mo~mgm~m0 
CS SHS HRoMsem|emn, 85MS5dMMS 5 9H ,QoGodmemo” (653-4@sd30@0, 1996: 76). 

606M bo3z@od30m~m0 doohby3b, Mmd BodbmamMogaym bambsbyMgddo ,dmmarxemo" 
10 390030-a29Msdobjd0b" dbad3zbymmdnm abdsM9d0 Ed dagbsd9dgd0 dndsbGHayMa goomm- 
QMba_M AyboaZsemyAM Lommel CEd393d0M {dN BodbmMaMsgay~m &yHd0bb “KkadA\wTLoLd”-b 
(oa_0 AmdenbsMamdb SBAbabsasb6 “kadAwmiCetv” Es bodbsgb 3gMm3", 43300053", ,39emodo- 
9d") (65 3-je5d30~@0, 1996: 73). 

rIMMarymab" gha-gHan dbod3zb45~mmds Mmd Dd3ggbagmMab (36gdo0b 4 303d0ME@ 0, 
Bommo@ fobb gQammbmagmbabs wes mgmabdghy3g9mob, omobg 3898Mobo0b (XII L.), 
BsdMmdgd0@06. dob mbdqmgdodo ,dmMmay{m@abs" wo ,ddIZ9609Mab" 303d0Mb_q YyyMo~e~m|ds 
aosodob3nms 6. gQafM3bome3ed (0M (3bomogo, 1993-1994: 95). 89GMobob bo&y39d0m, 
24390 dengZbagMQd02 Jgbymdobs Es I—mMayE@|dobs ImGob 398060, 1937:76). my7I(30 93 
G9IGI0bL, MmamM(3 d3gdbyco ,cppovia*-b dobsGygobb, QRommboe@mbo IMsgombdosbmdob 
(369dob0(3 V393d0M% db (Lyybosdg0e@o, 2002; RoM3bomoss, 2003). 89GM0bo0 amgemobbob gdb 
(30969 ,38oMdmbaaob" mobsoMmym dbadgbg~mmdosb wo gMmM3ZbyeEm0 AgQbago~myAMa obMmgbgda0b 
mogabgayMgd9db Ed ,dIrMay{m|dsb" aobdJoMBo3b, Mmamm3 boda aobbb3g039dqyem0 bdab, 
Lodo ,gambaob* (,dbsbmab*, ,,yomoabs* es ,dsdob*) FAnOEMMAED Y~rUMoeomdal, 39M Bo30emdo 
A7bs6ggMgQdobo ws asdmemnsbydob (amsby 3898M0bo, 1937: 217). 

BodmogMgds oMs gMM0 jomb30: &®gMdnbo ,drmMay~@mo" bd 9M daymamgdb bogscm- 
SJ dHs39~m bIse@ IgbMymgd0b9? b9330g930 HaMdoboL Momd0b9 asdrndyeon Imbob- 
MJd9d0e@06 Mmdgeb ofgh 4RM|m DyoMa dg(3bagMyEm0 bogy~yd39e0? 

dagyoMynbogqm Joma boymbobyMgddo sMbygdy~m dabsbygMg{db, MmMI~mgdd0(3 Cob wyMH- 
©9do ®yMdobo ,dmrMaymo" Es dabo bobgbb3g0md9d0 wo yow|3 gMmbg~m asbsnba~mMm, my 
Modeyjbow@ JyoMne 9Ma7d968 d0 bodg(3bagMM MG MoSHyModo asdmmdymo odo my od 
ImbobMygdab bobomagdcmme. 

Amam™3 S9ImMM omBbadbgm, bLodas~mmdmm yMgdyegddo ,dmMaymam" dgod~mgdo 
smbadbyyma aymb boyQmm Gs Cow EMMbobBoymaAdabagab aosbyqym3zbo~ma ,,bb3go@obb30 
Lobob BodbmaMsgaymo Jobom@me* (8989390, 1973: 152), Mgsemdobs(39d09 b9330~930 &gM- 
dabob bdoamn asdmygbgd0 wow dobs Cd o6e@ob IMI@|36~M bogsmmdmydab, Lo@mgbobbox- 
mm mbamebob wes dmabsaMydab, smbobodbog00. 

X b-ob os@ao%do (Sin. Geo 34) BsMdmeagboma dbmdo0b eEmpgbsbboy@mob asbagdob 
HJBOCMM MoMs@yo3zbob" démermdo 330mMby~mmda:: ,gbg dao Layo mbobse Wa~@gdobo dj~e@9- 
ao (I9de@ga — 9. Lb.) ImMboMm39e@% (67V ). 033939, Od CaE JdOb IAMbLoMme30 Loas~mmdgmo 
ymmoms mbobsb MGHLAGoJmbosbo GodbGo (89849390, 1973: 151). yyGo~mgdsb 04(393b, 
96939, Xlll Loagqbob 3odbmaMsgQaye@m baembsbyGdo (60Gb A 85) do36m3gMHob bya 4dIbgem0 
bsGabse@do dadms3bomna d9943b9 bdob ,q\QRo~mm Momo@ys3gbob" dobobyMa: ,... ImyAMOo3n 
CN~@jdS~e IxcomdsMybo...% (99 86939e0, 1974: 288). gamHa0n Amsbdnbegmoab My~@o4(300b 
L3absdbomdo bommoabegdob e~mgbobbosmoab dgmmy bdob ofgd@ambob wsbeogdmgdmeb 3b6- 


30 9d0M d9{dEg2a GJMMMBAMbL: ,bmMemM Caw |dobs [Ws obeo doMos@abbs o~my|b] JmobSgbbo39 
SjeE5 ES IMMayA~o* (gamHan ImsbInbwegemo, 2017: 140), bmemmM bLogabgGm BZobmbb o43b 


*Enbsdeoqdotg L&oGosdo Loagsmmdgmms wow@gdobs ws sbe@okb dmId@g36mM Anbegdob dgMdbymo web gd0 
daggmgyjemo 0M ofoab. 
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dabsbgMo: y... Bbomdybms wobsbhymbse dmobsamMams dmyMngo@g6 odagm-sdagm" 0439. 
89Mdnbo ,dmMmaymo" Med CEsd98 Jd0M AgbobMymgdgm, EosboMms3; Loas~mmdgemb of o~- 
Bodbe3b, bomm@mee@ fobb X b-ob oog@gomMob, Sin Geo 34-ob, 9Mmm-gman dabsbyMoe@sb: ,,co@s- 
dobod j@s: djbeos wow gdse adygbab qosmm. dmboMme30@: Jgbe@s Cwn@gdsbo dg3bboms3m 
dsdabs ws dobs, Edo~nbs Lym@obs. wCawgdse domo~mes” (bg3gbyGo560, 1978: 112). 3eem- 
RMb6do ,dmboMamo30e" bobgmeogdyemo bLogsmmdgemn ,cn@gde Jomomoee™ (3ab3Mab a06a9- 
dab qdahams@gh Loasmmdagmms yaqeb a0693~44369d0 wo dob WsdoG dam dobobMymgd- 
gem (@sbsGm3) badd gdb 39M dogZ0343M369dm. gb dobsbyMa 30e@93 gMmo Imbdmdees odobo, 
Mond gmg6b9 IAHMg38g9mab drbodM do, Mom dob ,dmmaymb™ wes ,ImMboMm3b" ~wods8jdom 
AgbobLMymgdgm bogommdgmmes smbobadbsg0@ oy969d~@bg6, sMo~wsdoxgMydgemno. 

AmMaMMH3 339 sm@gbodbgm, bo33~g30 BaMdobob bLodgho3m JAbod3gbgemmdgdne@0b 
99-gMm IMos3zgombdosbmdob (36gdo0b qz03doMegds. My30 Jogo0hbg93m, Mmd X-Alll boy 3y- 
Bg9d0b BodbmaMogmaym@m bambsbyMgddo gb ByMdobn bogommdgmmes JMogem~m bdow dob- 
MymMgd0°09 Jaymangd@s, dodab yoEs 3n3;oMsyjemMa abai3, M~Md odbsbse@ boJommagemmdo 
Asdo8mbgdyemo ayrm gMabdosbo aocmmds, bMEmm AMogzem@mbdaosba badydgd0 domeme woMm- 
CdOMHM YOIMESs b5y7Q~mmM ES ENO OMM|bobbs7m db} (obg389, MMamMmM(3 Mmdab g3egbosdo 
asommedab dmhogembdosbo ammdob 059 330M d0bob). (30mda~moo, Mod dbasgba 38Mo48030 
BBMEBIEIOTL Oy MQbgodoG. 

XVI boxyg3y6ob 40-096 Bemgddo EmgamMmebs wo Bbymgdo Coe EEMbobbsoym|d%9 Mo- 
BsoMbydmde@o Logsmmdgmmes gMm Co JMogo~m bdse dabMy~mgdob gRmMMdgQd0. DJoas~@mom- 
S@, EmgamMmenab bda~@s Lmogaob GodoMdo wowed byMdodsmab yodbmdobsb IMogzeem bdow 
(«C BEpXOM»)*) AAS~MMdgdMEOS GHMHM389MJd0, bmemmM boas~mmdgmms bLb3s bodyd9d0 — ybo- 
Lmbyhow. dbmdab emgbobbsymby mG Mash as~mdeby6 mM bdow@ («c Bepxom»), do- 
dob Mmegbs3 sMobsompbobboye~mm IbobyMg7d9dbq Loas~mmd~my|do yoabmbymse@ Lm ym- 
DJdMEdS.* dadobydob em|bobbsymMby) 30 domeEmeE wow dob 8MdE9736—M bL&HmeyqQd0 (9. 6. 
360753603960") agsmmdgdemes mH bdse@ (yb3gbby0, 1971: 223). Goi3 Igg6g9d0 JoMore 
bom~gmabdbobymm smo 8ogob, A3969d@9 Imebyyma byoMmydob dabj~m@30m, dJgnd~@mgde 30- 
B9MoeN~oma domeme ob, Md X boy3y6gqdo Eos, dgbodemme, RMmmr 0eOM 73, Imgmo bodao- 
Mmmdemm MAd_IMGByoMo bod bdse LH ymeaJdm@s. od HZoEmMbobMabob asdmamdab boond- 
39mb ameby 89GMoabob Badmbbyabgd4yen0 (36mMdo Jdbob. 

AsHdoMBog3Bb Mo ,drMaymgdsb", MmMammM3 bodo bdab FaneEMmyAmD yoQgmo~@mdsb, om- 
969 398Mn0bo asbbogqmmMydom odobgamgdb yyMo~@mgdsb 0d agoMgdmgdob9, md bdomo 
b9dabdagma dobymde (,,96039 JMimggcmmds*) domemme boedo asbbb3e3964m0 bdob dogm 
bm 309mm ds (omsby 3898060, 1937, 217). bdoms bgd0bdogH Igbymdoby9 IAbyxgemedobob 
gZammbagmba domo qoabmbyma dobodgdob bogambb oM3 jo gbgdo, Mo@asb, Mmamm(3 
Bobb, ago 436m agm MmobsoMmymo IbsH\3M 7m 3Mo4Go3zabmgob. 

SIO Ibs, Md30 BoDdMaMogmaymo & yMIdobo ,dmmaymo" X-Xlll boygyVbggd0b JomMoy 
Lodagsmmdemm dsMo4®ajzodo dommme boe@mgbobboymm bLoagommdgmms aoM3394y~m0 xXaM- 
Rob smbobodbs30@ abdoM 9d, dob IAMogombdosbmdnb dgboSygob (369d0-G MIob0@ 39 do- 
30A(930. babM Bo3yeosdgamab 3300EM@d339E, B30MoyOMdmM, Mmd nan ao~mmdob aodd39b- 
goxjem L&amd9 bes daymamgdeaqb. 

5439 dg3badbo3m, md bab bs3yQ@wodZ3a~mab M3go~mbobMabam ,dmmn qb" wo ,dmbom- 


3 8.980600 ¥39Mb60* («Bepx») d39~@m Maby~ Lodasmmdmm 8MoJGogodo spnbodbydmes Dje@o bds, GmMIg7C@n(3 
Body306 bdob gmmgm@s. 

* Beoqboe, CoE CMg|bobbowyeMg7d0g Logsemmdmy|doab Jhog0~m bdow dgbMymgds Jom a0dd3969d0@ smndgomes. 
(36mdom~mn, Hd Abasgbo gameMgd9 nym Mmdab g3g@mgbosdo AMogombdosba MMasbsjdob wobgMagob bobsdo. 
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mo3b" Lbgs@obb30 dabsoMbo o43b; dobo sbGam, my 30 ,dmMaymam” Zoe~mmamboayMo bo- 
Inbo3m Leamob bogsmmdemydo smnbadbydo0, ,dmboMms30e@" — domo Mg~@s4 GoM ]d9d@qemo 
(sb Los) bod-7dgd0 BME ds (o3y~od30~m0, 1996: 73). 606m Bs3qeodgamoabasb asbbbgo- 
39000, da30hb93, md mmHa39 GyMdabn gMao wo 09939 Dbad3zbgemdabos wos boas~mmdmab 
asdd3g96gdq4em dgbMyemgd0b9 dJaymangab. sdob aammMan Imobdnbogmab Myg@o4(300b b3nbo- 
dbomoab bybbome &aJbG Jodo domn soMomgemyMa asdmygbgd0b gRoJ8 gd0 dmbdImdb (a2omMao 
Imobdobegeo, 2017: 116). 

a50d3969d0b b39e@MaMa Ba~@mob SOMes bdoms obenZ;0@x~jo~Mmd0b asdm3gempbsbmob 9M- 
Ms@ Joma yEogmMoemdnb badd3gbagMab aobi3~@ob gMmon-mMse@ sdemagMydb. od dbMo3, bo- 
anqmabbdms bdaw@s 943gmad9 ggMgbgmoadobgyen dabsbyma deabsomos bm BaMmgdym 3M9- 
dyomdoa (bIGb Q-667), Loe@s(3 030 IM3g@g~™ Moyogb byb~wsdgb dadsMmo3b: ,dodom Moy~@gb! 
VIMMBo~mgbs@ ambm3gm, doMdob de@moabsoM|db dogs ws dag swgamn a3dd3969d0 (bsdasbdo 
B3gboo — 9. b.) dogg om. obg dommos6 bows gommb, 99 dambos, d9gmM9 ws d960 joMase@ 
39 Jagbymdom” (sdqemodg, 1958: 60). 6a. J43gm0d9 o@mdbomademob bog®y39d0@06 fhobb, md 
bdome ,gomao” dgbymds aodd3q969d0b Imambmsb. 

yd39~m9b bobsdo, Jomamymo bodasmmdmm bammgbgd0b asbgamemgdob bobyob 
989309, Loe@s bLogommdmydabmg3ob bodsboemdmnga ofbgdmeo bdoms 8oMs~mge~myMHo Imd- 
MHomdo B306GmMAGo344Mo CdmmnMydom (Iq~emosd3om@o, 2006: XIV; sMymnbm3-yobdoMod9: 
2015: 103). 08 dmgmabob 933@93% 960 ,asdbbg0mgdqy~@ AgeEmensb* qEm~o Id96, Ho~asb 
ag0, Mag dgdmb3939ddGo, gMabdnsbmds~@o(3 yo sma ddgds. X boygybo~@sb Amymengdxjeno, 
Lo@mgbobboyomm bodbdoob bogoemmdgmmes 393399 KXayQdo &aMdObgd0b ,,dmmaymobo" 
©d ,AMboMmogab" asdmygbgdo asdd3qbgdyemn LAomab fobsb30b9 daxyynamgdab. abobo aodd- 
3969d0LMs6 gMms@ IMogombdosbmdob dg~@osMygd0M aobgamoMgdyema QmMmMdab 0~d—(3969- 
d009(3 Om Dosbadbygde@b96. my gh obge, dodab Jomamym bog3mgbom IAybogoda dmMo- 
B9Mbdasbmdob dqg@oMgdoM sEM|yYMn@sb yRMAM aosbgamsMgdym BMMHI9dO9 ao~ob3e@moab 
boms39@ X boxygybab | bs6930M0 “yo~@o dognhbomo. 
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MAGDA SUKHIASHVILI 
(GEORGIA) 


TERM MORTULI IN OLD GEORGIAN HYMNOGRAPHIC MANUSCRIPTS 


The polysemantic term mortuli is widely used in Old Georgian liturgical-hymnographic mon- 
uments. As is known, in one of the most extensive neumatic manuscripts of the end of the 10th c. 
and beginning of the 11th c. — the Jordan collection of heirmoses (NCM! A-603) - certain groups of 
heirmoses are singled out under the heading mortulni. The terms with the root rt (mosartavi, mort- 
va, tsartuli) are also attested in the 10"-c. iadgaris (Sin. Geo 1, Sin Geo 34, collection by Mikael 
Modrekili NCM S 425), the 13"-c. Pentakostarion (Sin, 72), synaxary of the redaction of Giorgi the 
Hagiorite (11" c.), and other manuscripts. 

In the specialist literature different opinions are expressed concerning the hymnographic term 
mortuli. In Elene Metreveli's view, mortuli as well as the term of its parallel meaning faraftoni, "in 
liturgics are used to denote additional praises and chants intended for the Feasts of the Lord and 
Great Feasts" (Metreveli, 1973: 152). In the researcher's opinion, one of the arguments substantiat- 
ing this thesis is that in some Georgian manuscripts (iadgaris Sin Geo 1, Sin Geo 34, NCM S 425) 
chants referred to as mosartavi (chants to be performed in an ornamented style) are singled out un- 
der a separate heading; e.g., Praise of the Holy Theotokos, Ever Virgin Mary, faraftons established 
by the troparia and chants to be performed in an ornamented style) for Saint Cosmas (Sin. Geo 1, 
9r); or Praise and Glorification of the Most Holy and Glorious Theotokos, the established faraftons 
and chants to be performed in an ornamented style for all the modes and Lord, I have cried and Let 
everything that has breath and heirmoses ..."(Sin Geo 34, 210v); 

The term faraftoni, occurring in the names of chants, in E. Metreveli's view, is the Greek 
equivalent of mosartavi. The scholar explains that it is the Georgian transcription of Greek paravp- 
ton and means "to be added, attached, combined"; and with respect to praises - such praises which 
must be attached to the material intended to be performed at the Feasts of the Lord as a compulsory 
supplement" (Metreveli, 1973, 150). 

All the arguments on the basis of which E.Metreveli puts forward the above-mentioned view- 
points are criticized by Nino Nakudashvili (Nakudashvili, 1996). The researcher calls in doubt 
Metreveli's opinion concerning the semantic identity of faraftoni and mosartavi. She is quite right 
to focus attention on the circumstance that in the names of praises of the Theotokos the coordinating 
conjunction "and" is inserted between mosartavi and faraftoni. At the same time, as the researcher 
observes, "There is no guarantee that faraftoni denotes exactly the Georgian transcription of Greek 
tapatTTtov. Nakudashvili substantiates her viewpoint by means of several arguments: "Firstly, as 
the researcher notes, she has not encountered this term in Greek in any of the liturgical dictionar- 
ies available to her; secondly, although paravptow is a grammatically correct form (derived from 
preposition Tapa and verb dtTow), we do not know whether the Greek language sanctions such a 
form; thirdly, there is no phonetic grounds to render the Greek sound p (the more so within such a 


‘Here and henceforth the abbreviation NCM is used to denote manuscripts from K. Kekelidze National Centre of 
Manuscripts (Tbilisi, Georgia) 
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well-known preposition as tapd) in Georgian as f (we translate: paraleli and not faraleli, parabola 
and not farabola" (Nakudashvili, 1996: 76). 

N.Nakudashvili suggests that in hymnographic manuscripts mortuli is used with meaning of 
"decoration-ornamentation" and corresponds to the hymnographic term ka\\wtTtopo, related to 
Byzantine Calophonic musical style (it derives from verb kah\wttCetv and denotes "I decorate, 
ornament, adorn" (Nakudashvili, 1996: 73). 

The fact that one of the meanings of mortuli is related with the concept of beautiful 1s obvious 
from the works of Ioane Petritsi (12th c.). On the relation of mortuli and beautiful in Petritsi's work 
attention was focused by N. Pirtskhalava (Pirtskhalava, 1993-1994: 95). In Petritsi's words, "Every 
beauty between harmony and mortuleba" (Petritsi, 1937: 76). But the philosopher also associates 
this term, as corresponding to Greek a‘rmoni,a, with the concept of polyphony (Sukhiashvili, 2002; 
Pirtskhalava, 2003). Taking into account his contemporary meaning of the concept harmony and 
peculiarities of national musical thought, Petritsi defines mortuleba as simultaneous sounding of 
three different voices, three phthongs (mzakhri, zhir1 and bami), their vertical combination and 
unification (Ioane Petritsi, 1937, 217). 

A number of questions arise: Can the term mortuli indicate performance of chants in many 
voices? Of the viewpoints expressed with respect to the term under study, which is the best founded 
from the scholarly point of view? 

Let us return to the colophons existing in Georgian manuscripts, in which the term mortuli and 
its varieties are attested, and consider once again how solid the arguments are in favour of one or 
another viewpoint expressed in the specialist literature. 

As noted above, in collections of chants mortuli may refer to "hymnographic material of dif- 
ferent kinds" intended for the Feasts of the Lord and Great Feasts (Metreveli, 1973: 152), the fre- 
quent use of the term to denote chants following "Glory" and "Now and Forever", festive troparia 
and heirmoses is noteworthy. 

At the end of Lord, I have cried of the Rules/Rites of the Feast of the Palm Sunday in the 
iadgari of the 10th c. (Sin. Geo 34) we read: "In the middle utter hosanna to be added after "Glo- 
ry" (67v). It becomes clear that the chant to be added after "Glory" was a two-line text of hosanna 
(Metreveli, 1973: 151). The colophon of ekhos six of Lord, I Have Cried dedicated to the Holy 
Mandylion in a 13th century hymnographic manuscript (NCM A 85) is also worthy of attention: 
"It has been embellished as the "Glory" for this Theotokion..." ... [as a chant Theotokion.after the 
Glory we will perfom in ornamented, i.e. mortuli fashion]* (Metreveli, 1974: 288).* 

In the synaxary of the redaction of Giorgi the Hagiorite, with the troparia of Let everything 
that has breath of the Feast of Epiphany of the ekhos two we find the following colophon: "Whereas 
at the Glory and the Now and Forever for "Christ Has Come Today" in ornamented fashion" (In old 
Georg. — "Mortuli") (Giorgi the Hagiozite, 2017: 140), the Canon for Matins has the marginal note: 
"After completion of the Psalms, heirmoses were elaborated upon at various spots" (In old Georg.: 
"mourtvidnen" — [heirmoses] are added in ornamented fashion ) (ibid). (Dolakidze, Fascicle 10, 
4-5. The fact that the term mortuli does not denote a chant to be performed additionally/ to be at- 
tached is obvious from one of the colophons of the 10" c. iadgari, Sin Geo 34: "At the Glory: “For 
to thee belong all glory, honor and worship..." to be attached (In old Georg. — mosartavad — to be 


*Greek originals of the subsequent stanzas of the chants Dideba and Atsda have not been found. 
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performed in ornamented fashion]: "unto thee we ascribe glory, to the Father, and the Son, and to 
the Holy Spirit" (Khevsuriani, 1978: 112). 

The chant Glory be to God in High, referred to as mosartavi in the colophon, belongs to 
the basic group of chants of the Order for Matins and it cannot be assigned to specimens to be 
performed additionally (to be attached). This colophon is one more proof that the viewpoint of E. 
Metreveli as though mortuli and mosartavi were used to denote chants to be performed in addition 
is unconvincing. 

As noted above, one of the meanings of the term under study is related with the concept of 
polyphony. If we propose that this term in the 10"-13"-cc. hymnographic manuscripts indicated 
performance of chants in many voices, then it should also assumed that at that time in Georgia one- 
voice chant was predominant, whereas polyphonic specimens were performed only occasionally — 
at the Feasts of the Lord and Great Feasts (as well as at the time of establishing of polyphonic form 
of chanting at the Roman Church). As is known, similar practice was also found in Russia. 

In the 1540s in Novgorod and Pskov there co-existed monophonic and polyphonic forms of 
performance of chants at Great Feasts. E.g. at the Novgorod Church of St. Sophia during the Holy 
Thursday hours troparia were chanted in the polyphonic form («c Bepxom»)’), and other specimens 
of chants - in unison. The Liturgy of the Palm Sunday was chanted in two voices («c Bepxom»), 
whereas on ordinary days chants were performed in unison.’ At the Feast of the Dormition only 
stanzas following Glory, the so-called slavniks (doxastikon) were chanted in two voices (Uspens- 
ki, 1971: 223). As regards the Georgian liturgical practice, according to the sources having come 
down to us, it is possible to assume only that in the 10th c. and maybe earlier too the entire chanting 
repertoire was performed in three voices. The grounds for such an assumption are given by the 
above-mentioned evidence of Ioane Petritsi. 

Explaining mortuleba as simultaneous sounding of three voices, Ioane Petritsi especially fo- 
cuses attention on the circumstance that any combination of voices (in old Georg. ranive mrtveloba 
) is implemented only by means of three different voices (Ioane Petritsi, 1937, 217). When speaking 
about any combination of voices, the philosopher does not even touch upon the issue of their com- 
bination in unison, as, apparently, 1t was alien for his contemporary artistic practice. 

Thus, as the hymnographic term mortuli is used in Georgian chanting practice of the 10th- 
13th cc. only to refer to a certain group of festive chants, we cannot regard it as a concept-term 
corresponding to polyphony. Sharing the viewpoint of N.Nakudashvili, we assume that it must be 
referring to an ornamented style of chanting. 

It should also be noted here that, as N.Nakudashvili observes, mortuli and mosartavi have 
different meanings; in her view, if morruli denotes chants of the Calophonic music style, mosartavi 
refers to their unedited (1.e plain) specimes (Nakudashvili, 1996: 73). Unlike N.Nakudashvili, I 
think that both terms are of the same meaning and denote ornamented performance of a chant. This 
is indicated by their parallel use in the texts of the synaxary of the redaction of Giorgi the Hagiorite 
(Giorgi Hagiorite; 2017: 116). 

The increase of the share of ornamentation along with revealing of individuality of voices 


>The term verkh («Bepx») in the Old Russian chanting practice denoted the upper voice which was combined with 
the leading voice. 


‘Thus, at Great feasts performance of chants in many voices meant their ornamentation. As is known, the situation was 
similar in the Roman Church at the period of introduction of polyphonic organum. 
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intensifies significantly the perception of beauty of their sounding. In this regard, St. Ekvtime Ke- 
reselidze's note in the music books of heirmses is noteworthy (NCM Q-667), where he addresses 
Priest Razhden Khundadze: "Father Razhden! I ask you earnestly to include for heirmoses of the 
Presentation of the Lord at the Temple here and there slight ornamentation (highlight of the pre- 
sent author). With such a very plain chant, I think, 1t will be impossible to combine well the second 
voice and bass" (Abuladze, 1958: 60). It is obvious from the words of St. Ekvtime the Confessor 
that good combination of voices requires ornamentation. 

In the ancient times, at the initial stage of development of Georgian chanting art, a characte- 
ristic feature of plain chants apparently was parallel movement of voices with quintoctave doubling 
(Shughliashvili, 2006: XIV; Arutinov-Jincharadze: 2015: 103). Researchers refer to this phenome- 
non as "thickened melody" as in a number of cases it is percepted even as monophony. From the 
10th c., the use of the term mortu/i and in a certain group of festive three-voice chants points to the 
origin of the ornamented style. Along with ornamentation, they must also indicate the appearance of 
a more developed form of polyphony. If this is so, as the origin of transition from relatively earlier 
to more developed forms of polyphony in Georgian ecclesiastical chanting we should regard the 
first half of the 10"c. 
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IMIDGON BANDEN SMOQNGNNL GMGbAOR JI6Ob630 


sdnbsyMab” IS w30(39d4ergd9d0 LaMdSgmn~sb ~s Aqnm~oemEmanyMn dgdmo935b9d5 
HMseoa3ayemn Aybagab LEsgmgydnb 939909 99394 8M bergnsemyMn QmMdab smeajgbabmr- 
gob 

1990-096 Bergddo ymoRamoa ayambeogoob wodmob sbmow@dg4dbom bobyemdbagymged- 
do dbadgbgmmgoba wgdmaMogayma, Lmg3nsmyMa wo BymMByMymo My93960 Imsy3o. 
Bobo~mmdMng, sboema BymMByQmymo ImemoGogob (s6 dobo sMsMbydmdob!) Mo sbs~mo 34yCr- 
HAMQMo &ybe@g6309d0b ob LogM@msdmMabm boembyMo CEs dbmamam Aybo3zom AMHo dmd- 
Momdabs wo ymeRamoa bobgemdbagmygdab Im8ymoMyemo BqmByMHob aoJHmdob Bysomdno, 
JM CHMML Od’MEMaM{dyEm0 HMoeaZ30ymo IAybo3s 493M0 sesdosbob ob& Mgbob mdag48o 
asbos. 89MsOMAbas, dsaMed sMmdnm obs~@mo BmM3Z0e~myMa XangQoab doddbob dJoybj~@o300, 
moabym BMo@ag3oyjmoa bodegmob bL6%590 0973 Ms@5(300b 8MM3gbo0. bsdMHmddo bowydoMoe 
0d dadewnbsM9 39dM63939009, MMI d0(3 Mogb ohgbgd EMrgz0b@gm bLyaMdgado Imb(3 


Loagmgm dmdmgMmgdmb, MHMMZ0M{dM0b Ed sbomasd’Meos Jomo gm IMIM|Mm dmb 
Indomdab 8Mer3gbdo. 


sbmobsb 39393309, Md ab, Moboe3 dg 3039Mg9d sEM amo ‘90-960 BEmgdo@s6b — 
Ame gbs3 dg, obamobyMHo gQo~mmeamanab L&jogbGdo sgmamMoe@do boyomme bodegme 
Mo3aby) — abmeEgd9 M03030™0 B05 ws 99 698 Ms~@0(3049 M0 IMAM |Ms~Mo 306. 

Agdmgob, 69mM8Mo@0(304eM0 Imd~yMemn, 0b939, MmMamm!3 69M-JmobGo0obo Immb- 
Inb69 sMosdybgdMngo@ yogMb. doaMsd ao30(36md0g9M9, MMI gb asdmboegan wo BybGoo 
adabmgob, md o36b69, Mmea@ob, boo ws Ms 8nMMdgddn Cognby9 LodEgme. bmangMamo 
Agdb boddosbmdsb &Mo~@0(3094EM J~M|IMse@ B56b503M53b ws gb asbbobo3Mg|d9, d98 gb 
d99mb63939d0, aobbb303~@9d0 adobasb, my MmamM 9~M0430096 Agda ddmde~mgdo0 90d BMobob: 
domamgob, obgm Maq~m OHM 3d boJdob 39-Mg9d0 LHY~H]d0M oMogmMbo3My~Mos. 

bogommg3gemmdon boddmbnd%9 hodmb3gmoab dgbodmgdmmeds, bow@o(3 dgdadmne d936e4 
L306 Imd~mgMm|db ws 30dM|MM Jommeb JFMMde@ (wo A396 y3gmob dgagodmns 3(39@mMm 
36s@ bodmgms) Agdamgab asbbs3ymMmgdom Bsdsbs~moabygdgmo0 wes Id3Zg960g9Mns. dogoMb 
bLoSy39d0M g9dM3zbsGM fAgda 8980303900 ws Js~@magM|do dobsabdemgadnobs ws bod3smbo- 
ydob 3mdo& Gab dadoMm figda Imb3q3abomgob. 


I 


sog06 ybagmds, MHMaMMH(73 gaEML boyoMoa, abg bLoym3gqmnsMe@ MsKomeonjoymo 
od §MobbLeonMyd4moo5 IbyJobo wo 4bA79b~M d4mMom}MId0b daghM, I_d~mogzob oH dg4- 
denne g50amb, dom 0989b, Imobdobmb, wonbsbmb wo goobsembmb obdymb 690736960. 


Cnsdsbos aomobo 


SHMMIMEOMAanYMs@ Whos WsgoJboMeagb, Mmd od dmbbybgd0b BgMabob o38mMmo 
dmagM ymydobmdg@s. oMo domme 0d Sodob Imbbybgd0b Bgmab bobs |asdm(3~@omM dob 
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dodab, sMosdg9e@ 4R3MM dgbogmob BMoboab — ,LOMegQo wWIJaMo~@o(309" — aod. 

adabomgab, Md odazgoMGo Mod dooEOm, badbo3b ~es69dO9 Wo AssdoMnMM Y43qmMoygqMo 
ab, Mobs(3 25 Ba9mmoe 93990; abenZ0@O0b 939m joMan Jodbobo wos di3~e@gMmMds, bogyWooMo 
M530 doydesbsb oGo Jbmemme bLyMdyQmn HMse@07300b, LogemynHa bodegmob (GmIgqem0(3 
A3960 GMose@a304y~Mo IMog9Mbdosbmdoo), oMsdge@, Agg76b bLodmas~@mydsdo dmgmo gvy- 
HAM YM Ed s@sdosbyMa maMgdymydgeob aowoMAgbob. LoddyboMme, dg dbodb, Mmd gb 
LodsMamys, Md sdob dg0(303b L6MogQ0 EJaMse@s3aab 8Mm3gbo. sdsbmobs39, dg IxgmMs 
od mogob @obsobyoabdo dmbdmdomo (3oGoSobs, MMI~Mab o38mMa gMm-gMan y3Zgq9mobg 
4 3MIBMMAMGaLM Es EMIS ba~MgZsb0, WNSdSbES Ao~Mmoboa asb~mo3m, Mmdgema(3 Aggbo d9- 
dagdab bodegmgab baygMmyom, Byo3omom, wbodoMmmmdnm aoxgmgeym fggbb weMmdo 
obMyom gdb. 

30093 gMan 8nMM3b9d0, 306(3 Aggbb EMM dg boydMmdb, oMob sbomasbMos gmbm- 
Agbogmeman. ds6 gb 8Gmagbos soMfos 0908Md, MMI YyZoHeEs 3Msyodbo3yeEo! (Kra- 
jishnik, bmagma dambbosdo) — baMdgaob bobsdm3gGm Bme@mob Iosdsz073m9 bode@gGgd0. 
353d3Md0E@96 Amymemydyemo, dobo mxobo LOmMMye@ 0d Lod~egMgdb qbdgb~@s bLosdm3bgd0m. 
AmMegbo3 dob 330mMbg, MrMamM bg@o3gb Mmogab dmdogomb, dob dodsobybs, md dobmgab 
oH oMbydmdb Amdogem@mo0 wo doaMod, dgbod~mme, sMbgdmdea gb odgw@o wo Imdogeemoa dobo 
dza~mgdabagob. Lodiybommes, Mm35 sbomasdbMes qoMb sddmdb bogymom IAmIdo30embg, 
dza~m dob dImdogmoabagob. 

dadg bo, Mob asdm ab 39% bge@o3gb mogob dmdogomb, omab sdyodobw@gmo 30(3MdM0- 
Mdob daMoamse@o wamgds — figgbn bodmasemgdnb qyybsMmds, smasMeb wos ~wssd33a~@Mmb 
dgddoMn oa dsemsygmg|ds Od MOM {dyM|doMs AAMSMAns. My MMBZoMNMo@ aob3nbo~Mo3m, 
gb 4 303d0MEgJd9 BmdNbaLA ya ayqambemogoob bsMbyemab 306o9myMH aobsmayMadob. 9b 
04M D@IMEManyMse@ bge~mm3byMo Lodmasamg|ds, MMIAGMb(3 J9MHMs3@b6g96 oMs dbmamme 
ZOMINALHYMA GB GhomoGHMyemo bamobyumgdob bogoMmygdgdabmgob, oMsdge q«oaR3mm 
DqbaErdyenn dayMMZMoGay\emoa dIsMHngZgm0 Bmobabagob, Hmdgema(3, bdaMse@, bobm3Mqdb 
asMJ@Sb6 doMMo3@o. 

Babs bamabyamadob 03039 Ime@gmgd0 wo doGHMa(39d0 CE|gbo(3 EMINbAM|d96. obobo 
CsgjOM bogyd3moe@ IYD-o06 bemgddo y3gmo sbemoe Imbymo bamabygmgdob 8memnGa34yM 
dobasyms30gdb, sbo~@m domo@mdosb, sMogMoGaj3ym wo Ayedo300@ bobgadIm aob3bow@9- 
d9db. od 8MM3gbb, MMdQ{ma(3 AMdQGmMOJd9 MaMM|YAOD LAMY HyModo, dgazgadmos 93%y- 
Jo HOM wobegbo gobo 39m qjMo, YImbyoomm yZodoGoemoddob, 3yMSByMoabs Es ImmMo~m- 
Nha MaMgdyemgdgdab qomymaos, Mobs3 bab qbymdb Eo yoMbosbmMdb Age@no. GHasmb 
gmdbodbdab sMbo Logmoab (36gd0b Eosdobobygds asbmeoom, Logmobes, Amdgmn(3 CM]- 
B2596E9MMdsd~e@9 JZIIMMhoe, MHmamm3 a~ndomoa oM4g8o80, MmMamm(3 drMJ4qer0 s@gocmo. 
A3960 Mg9e~Mmdn@sb Logmoab sbgmo wodmMyd9 ws oMsMbydmds, MZ2M CEM|Z0b~@gm0 
Loagmamgdob MHy79emmedosda3 30, aobodoMMd gdb odob, Hmd y3qmob dgydmmoo asdmoaygomb 
Mo wmoagadmb mogabo bogoMmmygdgdo0 wo bLyMgamgéo. 

sbomasdbMes JomoJjob dogbm3gMgdgmmo DbMa~@sb HMs@a3o0yjmo degmoaboe@do ob- 
HIMALIs, Mmdgemds(3 agnc6 80-096, s@M|yem YO-o06 Bemgddo Mago039m0bdab bobo 
ahabs ms30, agmdg&Moayemoa sHmaMgboam wsabym OBOMes Job d9dwga, Mo(3 dob KUD-ob 
(b9d4yemom@: Kulturno-umetnicka druStva — 34mGyHy7m-oMGHobGyomo bsdmasemgd9d0) 
gg@mgddo wsn@m dnbs. KUD-0 be3nomobGyMHo ogambeogzo0b 029039 d3gmo gym ynny- 
Ma BMbLAMy4(3000, AMdAgeMd(3 ,LOQemyMhoa By_yMBqMo" oyrm domme AgbyMbo ym~3- 
MmomMab sbomo dobmdMng0 BqymBymMob dmy3zoMyomo agbymaMadabmsob. gb Imegmo 


l Lamdyemo &gMdobo ,3Msyad603" s@bodbs3gb ~weg360~m bygMd dmbobe~mgmdob bmMBZGoodo 
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@o dobo dgnmemmmanes, bobyob 9803%9 boddmme go3gdaMa@sb nym nd8MMBaM|d4y~mo0 
1945 bBeob dadega. dob oMog M0 sgo3doMgd~@o LaMdgmoabs os do~myobgmob bLogegdob 
Mg909d0b bobosmmeb, 8Mnb6(30389d6Msb, gmagobs wo ghag®ogobmob; dom BymSqMmobmob, 
0b939, Mmamm@3 d9-19 wo se@mMy d9-20 Loy gnbob BabsMy bLodmygoMy~mm jBqmBqmymo 
Lobmasamgdgoob dybgdobmob. 

KUD-ob 9b gbgemo @mmgboe3 ombyamdb wo dob bobgemdbagm qgqmb dooMb. sdyodow 
omongym KUD-b 8yo3b Jomme sbboddemo, 96939, VIG gbLmMbob dsdogsms sbboddemo (30e@- 
gmdoa. 1253). yobemgb m3bergyemdo gb 8MHo4Go30@ af(30. 9d Lodmas~amgdob bobomo 
Loa Mdbmdms@ smmMdnbos sdyodabwogmn bMMH3Z9800@96 sbmdom ~s smsbmdom byaMmdob 
asdmbobemadab dme~mm GHomemob dgdeoga (1995). y3geo KUD-0 gMmnsbegds ghm Jbgaedo. 
gb ab s@aamns, bo@s(3, Vd_S Loe, 8Mo4Gozob Oodmy30~@g7dmse@ 9693006, 06 adgnsMo@, 
obbo3gmob 30609 aodm3e@gemn gmbmdybogmamman o6 ab, 30673 a3n06 9O-os69ddo bbo3- 
MOdEs bIMHMoeag3o0ye~ Jogmob JomodyM Lygmamgyddo. 

danb6g@530@ 3Md3898 6(300bs Es (3MeEbabL, JFoMyAboodbdobs Ws BHomobSobs, dso dom- 
Mab HMos@ayogdob dJoGHoMgdmydob ombydmdoi3 39M woMyb3qmymab bomoabbb. of Ime~- 
3969Mdb d93M0 BoMaA0, SgMgJbHyMa Imd~rgmomn, gobbo3zyMM\d0M MBMM30~MQ6d0, do- 
amed abobo dondhog939m 960 MAgdosb Cs oM s4agm bLogdomMobo aogm@mgbs. sdob dog bo 
KUD-obomgob domosb dy69dMag0, ba3nsmoabGyMo ,bgemmgZb6gd0b" Sj@s8aMYy~mn QMMIOoo, 
dgq4dbob qagmyco, ob) asw@oymodsmb y3qmo ggdoMnGo ogGmM08 Ho; Eo (3M@bo odabo, 
Oy MMaMMH dodmgaRsbGm oboba ImMobmbGomyAMose@. obgm039 .do3 63M gedo" IAmb3~@bg6 
A3q960 Lagmoab &Moe@a3agdob doGoMgdemg60 g7db-oyambeogonsdo. 

KUD-o smob beognsmabSyqma ogambmogonb 8mmoGozob, sMo0b(3ad8gdobs. @o 
rAMoceaagdob" Imdbo~ma 8Hmey Go. ob 0M fob bLoymB3bemab qyoomMosba Ame geo 
HMose@a300b dgbobsbse@. Job sdyodabwgmo, Imd3qmgdyema dgnmemmmannm, dgydemoo 
domeme bo3ymomo ,®Ms@aogdob" agbymamgd0. KUD-0 9% oMob od0b9 I9G0, 300%) 
L3g30Q0349 M0, OOMEMaM|dYEo B_yMBQMyemo bods, MMIgGma’Z MogZb yyMab y3qmobyg I98 
sbomasdMes ImMdmgmomb. Hmamm3 y3gmo bodob, dob of3gb bogymomo b89(30Q03%4)M0 
jbo, 3me@gdo, IA_ZbGHoemmeo, oboM|db bLofdosbmdob bogMam mMaMydymgdgdbs wo 8Mnb- 
(30390b. 

dgmmHq dbMag — my 3gnboy7dMJd oMs Jdbmemme bdabes BoMimZby~mo asdm3@0M |d0m, 
SMSd{@, LodmaseEmea, SLMAM3MEManyMHo, BqyMBNMymo CES dJgIMAIQ@Qd0M0 460d365- 
mmdam — baMdyemoa ews dommyzsbyMn IMogsembdnsbn JIegMs wI{aQMs~@s(3nsb asbacsconb, sb- 
smasdMeos ws bbagM Msmd gdb, sbs~masdbMes JgdbMymydemydbs ~s bLmgmab ngambsdse 
ImdmgMemg|db dmMab swsdasbyMa yAangMamdobs wes 3mdyba3s(3anb 9M sMbgdmab asdm. 

@s Jb bsemba — begemab mgnnbsdscn ImdIm|_Mengén — 929% 30-093 figg6b dmmab (36m3- 
4mdg6. obobo Loygqmgbm dobbo3gm gdm dn Eo o3GMM08 8 g00 oMns6, doamMod of Mob 
MogQobgdyemo. ababo Bemag@sb Bemodeag Lym yoRMM (3mGobn MAgd006 ws, Jomo ~nw@n LyMH- 
Z30mM0b donbg@og0@, boodabme@ sMogRg9M0 06 Mamddab smMoggmMa gam@gds. smdmbo3m gm 
Lymdgma@cb od yobemgab m3bemgyedo aofMmbgb qpzo0bob 369m MZgaMdymaRse@n boamydo, 
MongoMas LaygoMymoabs wo goagdob ®Mose@a30y~moa bomgdm bya. dom dmMoab, y3q9mobg 
yoMybgd0 Mos@ 20dMb985396 43983390 7emmdoeb Mognsbao boy3qmgbr Imdegmegdob 
S3HMMOG ]{ Gob dadoMa ws 069aM97396 od Yayagdb. Mo mfdo yoeo, oMbygdmdb wo~gdamo 
doaomnaamyda3, m3 ObwngZ0@g960, Mmdm@my|dn(3_ L(3~@agdn06 KUD-ob, Mmamm ammdob 
shoMAmgab". myd(30, obgao d9dmb6393960 aodmbo3moaboo. 

A396 aggamegds Lbogmadabs @o gymMBqmab LaMoS aQ00b sbosema Imegmgdn, Mm- 
dgmms bLbogmgdob 86m3gbdo sf&oyMs@ ofbgd0s6 Romayma bLogmob 3ymGyqmob 
bomggagbe do&omgdm dn. 39M9306 a3gq8y30b, Ms dmbe@gd0 Imdogeemdo, Joamed bbagm- 
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goobs ms sbomasbMegdab LOMeg0 Ws BoMEdNMA Wds303dOM|Id9 oMob FMMos~@ IMM dob- 


bo. KUD-ob gbgemo, L630 gymGyqmym dImegmgdmsb6 wo MmmyzomyAM deamseo b&Mo89- 
B09dM6 AMMS@, JJagZgadmMne asdmgnygbma od 8HMmM3gbdo. 


II 

A396b Logemgddo SMse@n309db Lomymoe@ yaema@bg6 mgdqddo, Lobemadbs wo mxob- 
jodo. 

dod bow oMob smanmn, boe@o(3 obo~masbMes LAywgbHb Jayden bogn~@gb bodegmoab 
dg bobbogemo? 

306 oMab boygqgmgbm dobbs3gm gdgmo? Aggbo bLmamob mgd9ddo gbg6o 043696 39609- 
da. abobo ym3gmmagoab ofbgd006 boy3qmgbm dgdbob39m 9d0 CS a0~d(39d9d0 Bomb yemab 
Leyymobe, Mmdmob aomgdg oM oMbydmdb GMowa3os, sbdym, Amdogomo. my bryooe~- 
yMoseo 30dbygmgdm, dzgamadgomoabs wos dgdno-d0d4y9d0b s303doMJd9 o~3amgbo Eo 
aybomoagbo abos, Cs3gd~mamm gb yboMIoboMn QoQb3Mymo, MMdgQma3 Agg6b dmmab om- 
Lgdmob. my gbodmmmanymo@ godbygmgom, dgamadgamydbs ws d9409-d96%9db dmmob 
LoygoMymoa w@o 3oMImMbos y3qmoby9 demoagMos. 

sdaGmd, ob sMab gMGms@QgMan, Znbos3 Jgydmns BoMIMbosdo Amoyg306bmMb y3qmo 
BsYAV{OMMds, M3aM Aggbb HnGBomyAMoe Cwobsbhy3gMjdym Co yond boomaseamydsdo. ob 
MZOMGSd9@a sgHmMaG Goo: mgddo ob Mogob Mogdo yr3amMmdmose dmayoe3b wdgmMab. 
d9 39 bomdmdaw@agbos JoMm3gmo dgdno, 96 30609 HMoe@a30ymo bod@egmab dadbobogo, 
3063 gbabssmd~@gagos mdgmool d(369do0b. 

go3domoabs ws bbogmgdob gb Ima gma dgndmgdo s3zams@ godm3gnyjobma 38mmMo- 
BMHGHosMMsO Cd 4y3gq™MaA0b, aoMyasbo MabyMad0b aoM|d9. MamgyEmds Aggbasbdo joes 
asdmoygomb bogymomo ,o3GMM0G9 80°, Md dgddbsb 80MmMdg9d0 0d whMoagmamdgdobo- 
30b, EMMaL aodbnsMygdame Es Lod~|MAd0b LOsgmgd0m. A3g6o bobemg|do, bo3mbi39mGem 
MoMdSb d0, B_LGagZ0emg60, dg3M9d9d0 Dgnd~mgdo dom bobergdoe@ o4(39b. 

dgmaMseda fAggbb bobod~mgmm mgddo ofGoyMoe@ agyo3b hoMmymoa mMa dgdno, 
SMOSMISYMO HMose0y3ayjma ImdegmMemyda memas 3hMobmaggoha wo Ldo~osbs 3m84yMo 
(bx9%.1, 2; 30@gmdoa. 4). Lodmas@myds sgMmnsbgdb 393% sMos-dIMIM|Msm@ dgdnob, do- 
dob wo mexobob Lbgo 693M db, agodgb bodo bomysbm bobemo, bows3 4396 303M0d960m. 
S49(30EMJOgEmO OM oMab abobo dmd~gMo~m|dn 093696, Mo~@aob od dgdIMb3zg30da A396 30dmd- 
30M (36mMaMgQd0b LobmasomM BymMByMoboms3ob, Mmd~mob aoM]dq3 A396 39M B:nboydMgdm 
HMsea3oye~ Jogmody. 

B3960 06509039 bLobemob 978 boz0b (agbGo30mo0/ImdMsmds/ 4936909d0/m990) 
499469940 oMab bombo, MMAQMM(3 943M (3 Bam] dJgGO ofSoyMo bodydom aodm3- 
CAM 69 bLogymomMa bobemob ByMABQMymo BybJ(30mboMgdnbs wes bagmp3bmob dgbom- 
Bb d0b beddgdo, mdob, bobdgagdobs ws LomsModob 80%mdgddo (gn~@gmdeoa. 5). A396 
39d90mM sbam bob db y3gqmaob, Md 36sbmMa mJ3960 Imegmy|dn, aognbnsMMM m43960 


35d0(3C0MASS OS EMZ0ObE@JImM ZoMan LAydM|{d0 b3g0e~ {ZqmMgbo dob3sobdmydn as3b6~e@qm. 


Ill 

ByoMmgdabs Eo MaG ]MoGyMab bo3gmo@, 3M030b%7MdM BoMoe@ omammMomdb. oMby- 
dmMdb mMo Qaeda, Loe@s(3 boGgaMam DobJobs sbo@ayMy|db qzobob369e bgb. dgode@mgds, 
80M39EM0 JOM Ym Qa~mdos, MMIQM0(3 JdmeEmMeE GFMmbgI~ dod3gb bobsbo d03d3mMdsd0 Eo 


MII 39M 308M39 068 g{Mbg8do. dgmMy] oMab sdghMag3ymo Qa@Mdo, Mmdgemn(3 sbemobsb 
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36069, AMdgemdA(3 HOMIMEAJbA~MDS A3Zg960 d93d3gd0b LogoMoyemM Imdo3Z0Em0. 

qoMoanmo gamdab bo3306bdm bLa®y3gd00: Loddmde~m, badmgmes, 30490 d3go~mad30mo, 
dodmo, ALbe~ab bo. 

SdgMagyqmo gomdob bo3306dm boa®y39d00: Eo3oMaye~mo0 Loddmde~m, Bysmo, amambe 
dZ0~@ad3Z:0~@Mn, d9d00, JoM(339C™0. 

Me oMoab fgdo agoMobs eo bobgmoab bogomsyjom dbad3bgemmdse, MmMdg{ma(3, Hy dob 
B9ZIMa Bsbby696 smamMomdb e535d9GH Jam, JI6ob Lagm3beob bgb?? (g0~@9mdoq. 6). 


(S5emaMoe@0, FINES Bmse@ndoH LaMdob Emg|bobbsye@mo, 4 ogeobo, 2016). 


msMadbs dsn0 y~y~yb5d9d 
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SVETLANA SPAJIC 
(SERBIA) 


KEEPING TRADITIONAL POLYPHONY ALIVE 


An insider’s testimony from serbia and a methodological proposition for reviving the 
most effective social form of traditional music learning 

The disintegration of former Yugoslavia in the 1990s, assisted by external geopolitical vio- 
lence, was followed by dramatic demographic, social and cultural turbulences in newly established 
states. Traditional music, once marginalized and under firm patronage of previous communist state 
cultural policy came into main focus of interest of many, partly due to new cultural policies (or 
their absence!) but also as a result of new cultural tendencies, i.e. the international folk and world 
music movement and disappearance of former state's popular culture. Traditional singing, although 
subject of interest of dozens of newly formed vocal groups which appear every year 1s paradox- 
ically followed by the process of its rapid deterioration. In the paper the author — in risky and 
ever-changing roles of a parent, singer, cultural activist and propagator, researcher, pedagogue and 
experimental artist — deals with most of her ongoing challenges in working with old village sing- 
ers, refugees and young urban singers in Serbia today. 


I recently found out that what I have been doing since the early '90s — when I started as an 
English philology student to sing publicly in Belgrade — is called revivalism and that I am a neo- 
traditional singer. 

To me, neotraditional singer sounds as unusual as neo-Christian believer, but I have realized 
that it is helpful and accurate in order to explain a bit of when, why and under what conditions I 
started to sing. There are some who define what I do as traditional singing and in most cases it 
would be in a different way than how my parents understand the phrase: to them it is a totally un- 
reasonable thing to be done in such difficult times. 

However, I love and understand the "definition" of my parents because it shows their concern 
for the well-being of mine and their grandchildren. (Sometimes I imagine what their reaction would 
be if I mention a neotraditional singer, but I would rather not find out.) As for my grandmother, she 
would understand all of the abovementioned phrases because she loved both me and my parents. 
Anyway, the possibility to come to this symposium in Georgia where I can meet and sing with 
singers from Svaneti (and that we all can try to sing together) is incredibly encouraging, beautiful 
and full of hidden meanings. It says the most positive thing about the people who invented and 
organized it and I cannot express in words my appreciation and thankfulness to the hosts and the 
committee of the Symposium for the given opportunity. 
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I 
Because mediocrity is so largely rewarded and broadcast ubiquitously, like a swarm of mos- 
quitoes, by obese and tone-deaf accountants, the public is unable to learn about, let alone hear, 
see and digest the art of the present. 


Diamanda Galas 


It has to be anthropologically recorded that I have experienced a strong procrastination in an 
attempt to write this paper. Not only because of scarce previous experience in writing such papers 
but more so because of the phrase from the abstract: "rapid deterioration". 

To admit something like that is as if giving up and annulling what you have been doing for 25 
years now, and all the good aims and the efforts of all the individuals dedicated to the preservation 
of, not only Serbian traditional, village singing, which is our traditional polyphony, but accordingly, 
of all cultural and human values in our society. Unfortunately, I believe it is true, that it is in the 
process of rapid deterioration, as well as I believe the quotation from the beginning of this chapter 
given by one of the most uncompromising artists, Diamanda Galas, who, in her own way, articu- 
lates the songs of her ancestors for our deaf times saturated with lies, pain, injustice and isolation. 

Another person who said something articulated in regard to our times is a young student of 
ethnomusicology who recently interviewed me in order to write the seminar paper on "revivalism of 
traditional music in Serbia". She is a child of war refugees, and enrolled ethnomusicology because 
she loved "the Krajishnik' songs" — the Serb Frontier men songs — since her childhood, that's 
what her family loved to listen. She decided already in the secondary school what she was going to 
study and never questioned it or regretted it. When I asked her how and if she saw her future, she 
replied that there was no future for her and that she was very much afraid, but maybe there would 
be some hope and future for her children. To hear that a very young person has already given up 
from her future in the name of her children is heartbreaking. Only for that hope maybe all of us who 
gathered here do not give up. 

The reason why she sees no future lies in the ultimate dilemma of current Mankind — in 
incapability of our society to recognize and establish the true authority and the hierarchy of 
values. Locally speaking, it was due to vandalistic ruining of the past in communist Yugoslavia. It 
was an ideologically artificial, almost virtual society in which all categories were manipulated to the 
needs of not a single communist totalitarian government, but rather hidden alienated bureaucratic 
ruling class, governed often from abroad. The governing, political and cultural patterns, structures 
and logistics created in communist Yugoslavia were kept and stayed up to nowadays, in the newly 
established states after the civil wars in the 1990s. Everything changed and nothing has changed. 

The same models and matrices from the former state are still dominant, and that is the model 
which already showed in the history its unsustainability: namely, Yugoslavia fell apart. However, 
this matrix served to further political manipulations, new violent, uncritical and instant affirmation, 
now of the “holy past” in the 1990s in all newly established states. We may add to these processes 
which stayed deep in all the structures, the newest phase of wild, merciless capitalism and further 
ruination of economy, culture and moral values abundantly helped and dictated by the media. The 


'The term "Krajishnik" refers in Serbia to most of Serb refugee population from Croatia. 
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essence of the Titoist communist distorting of the concept of the Village which has stayed as some 
weird archetype up to present times may be that it 1s a distant place. This distance and absence of 
the village from our reality, even from the reality of today's villagers, provides that all and every- 
body can use and project their needs and desires to it. 

The interest for traditional singing among the young urban population which appeared with 
revivalism in the late 80s and early 90s grew with geometrical progression once it entered the 
KUD-s (Ser: Kulturno-umetnicka drustva, Cultural Artistic Societies), the same old cultural con- 
struct of socialistic Yugoslavia in which "the village culture" was just a resource for generating of a 
new folklore mass culture for amateurs, everyone and anywhere. That model and its methodology, 
initially imported form Soviet Union after 1945, has nothing to do with the nature, principles, ethics 
and aesthetics of the Serb and Balkans village community and its culture, as well as with nature of 
previous 19" and early 20" century amateur cultural societies. 

This network of KUD-s still exists and it 1s supported by the state. Every KUD now has a 
female singing group, and from recently most of them men's singing group (video ex. 1,2,3). It has 
become a practice in last not more than 20 years. The number of these societies raised significantly 
after the last wave of expulsion of hundreds of thousands Serbs from nowadays Croatia (1995). 
All these KUD-s are included into one network. This is where it is mostly learned and practiced, 
on their own, or taught by sometimes inexperienced ethnomusicologists or those who attended the 
urban schools of neotraditional singing which appeared in the late 90s. 

But all the good will, the trace of competence and knowledge, even hard work, enthusiasm 
and the talent, even the presence of good bearers of tradition among them cannot move the things 
in a qualitative way. There are many good, authentic singers who can be found in KUDs, particu- 
larly among refugee population, but they stay invisible and have no enough influence nor strength 
to raise the quality of their groups. This is because the very nature of KUD, an artificial form of 
socialistic "art", is to produce mediocrity, 1.e. to "swallow" every genuine authority and knowledge 
only to disperse it further horizontally. In such "black hole" were stuck also our village tradition 
bearers in ex- Yugoslavia. 

KUD is a resilient product of the policy, principles and the "traditions" of the socialistic Yu- 
goslavia. It is not a sustainable model for the tradition to be preserved. With its current, obsolete 
methodology, KUD can generate only its own "traditions" which become further burden for entire 
society. The KUD-s are not more than a specific, isolated cultural niche, but the largest one, which 
mobilized the largest number of young singers. Like any niche it has its specific language, codes, 
mentality, share same values and the same principles of work. 

On the other hand — speaking not only from clear personal field experience, but also from 
common anthropological, cultural and artistic sense — Serb and Balkan polyphonic singing 1s de- 
teriorating because of the absence of human contact and communication between young and old, 
the young singers and the genuine village singers. 

And these people — genuine village singers — are still among us. They are the best teachers 
and the best authorities, but they are not seen and affirmed as such. They are proved by time, they 
are persons of great singing and human qualities, but they don't actively share their knowledge. 
There are fewer of them every year, and despite their great desire to share their songs, nothing or 
almost nothing happens. The structure and the mechanism in the society and cultural policy — now 
also burdened with postwar and "transitional" poverty — are such that it looks as if it cannot be 
overcome. The last genuine village groups, for example from Eastern Serbia, disappeared in last 
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twenty years. Many of those who still exist lost their traditional communal spirit of love and under- 
standing. The worst among them openly shows disrespect to natural authority of their best singers 
and members and split up or ruin the groups. There are, of course, positive examples, individuals 
who can "transcend" the KUD-like form with the power of their vision and great management, but 
these are only exceptional cases. 

We need the new learning and cultural strategy models which will actively include the best 
bearers of the village culture into learning process. Social and cultural climate is such that there 
is inability for a good traditional singer to match with his/her younger singer who will be able to 
spend years, lots of time and energy to learn. The reasons are endless. Thousands of pages of social, 
political, media theories could explain why such possibility is not seen. And the time is running out. 

Nobody can tell what will happen in (our) future, but prompt and direct connecting of the old 
and the young seems as our only chance. The KUD network, along with other cultural models and 
local sustainable strategies, could be of help in that process. The phosphorescent light of the sincere 
youth's desire to learn traditional songs can be seen and tracked when you switch off the lights of 
social, generation and cultural prejudices in our confronted and fragmented society. 


II 

Tradition in our villages was cherished in communities, in homes and families. 

So, where is that place to which a young student from the beginning can be invited, to learn to 
sing? Where she can best improve, develop, learn to survive all the horrors of life and recognize all 
its beauties and values? And all of it will be needed to keep that small flame of the tradition alive. 

Who is her best teacher? In our village communities it was grandmothers. They were and 
will always be the best keepers and transmitters of the spirit, life experience and the values of the 
past without which there is no tradition — nor present, nor future. Socially speaking, to connect 
grandchild and grandmother is the easiest and fastest way to overcome that huge, unnatural gap 
which exists among us. Psychologically speaking, the youngest age understands in a superior way 
the oldest age, the bondage of love and harmony between the grandchild and the grandparents 1s the 
strongest. That's the foundation without which you cannot build anything to persevere. From that 
first good step comes the possibility to harmonize with all the others and build the communities 
on many levels. The grandmother is the best mirror of each of us for keeping the traditional spirit. 

I see her as the only one who can harmonize all misunderstandings and differences, even in 
our totally fragmented and out of tune society in which there is no time and space anymore to listen 
or understand the other. She is a natural authority: she has deepest understanding and love and she 
can hear the deepest yearning in each of us, in every human soul, to be understood with compassion. 
She inevitably includes God in the community. I have never met, nor can I imagine the Georgian 
grandmother, or any other great keeper of traditional songs, who fights concept of God or any other 
higher meaning. Such spirituality is an integral part of who our grandmothers are. As a mother my- 
self, I am here to take care of them both, as much as I can. 

This bonding and teaching model can be easily applied horizontally and everywhere, with a 
little bit of self-organization, and without external resources. It 1s so apparent, but it looks like one 
needs to present it as a formal cultural and social concept in order to be recognized as effective 
one. Each of us shall use own “authority” and example to re-direct the young singers in their 
interest and make conditions for such communication, sharing of time and learning of songs. 
Our own houses, concert houses, festivals, gatherings can become their homes. 
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Our singing community in Belgrade for now actively includes two grandmothers, superior 
traditional singers, Olga Krasojevi¢ and Smiljana Kotur (fig. 1, 2; video ex. 4). Each singing com- 
munity should include one grandmother. It 1s not so vital that she is a singer herself because we are 
fighting in this case for a general culture of living without which we cannot talk about traditional 
singing. The girls can sing to her for the start and listen what she says and love the time they spend 
together. Our experience shows they soon discover they can't wait to meet again. Our singing com- 
munity includes also lots of no-singing grandmothers, lots of grandfathers and other members of 
the family and three family homes where we gather. 

The Parents of our newest home, Retnik (festival/movement/gathering/community) are 
people with twenty and more years of hard working experience in keeping their homes of culture 
functional and alive under conditions of war, sanctions, poverty (video ex. 5). We search for such 
homes everywhere, to see your models, to share the experience, as good guests today in order to be 
better hosts tomorrow 


Il 

Instead of sources and literature I offer one personal algorithm. 

There are two movies in which the truck destroyed the last tree. One could be Georgian which 
I saw only once as a child and still cannot find on the internet. Another one is American which I saw 
recently, depicting a possible future of our children. 

The key words for Georgian movie are: homeland, song, grandson, grandfather, apple tree. 

The key words for American movie are: lost homeland, water, granddaughter, grandmother, 
seed. 

What is the possible meaning of my name and surname which, when added to the above algo- 
rithm creates the Tree of Life” (video ex. 6)? 

(Belgrade, St. Vladimir the Serb feast day, June 4th, 2016.) 


Video examples 


1.Performance of female singing group of KUD "Batajnica" from Batajnica, annual concert of the KUD, 
7. 12. 2013. https://www.youtube.com/watch?v=x7]1HseqwlQ 


2."Our story of female singing group Batajnica", released on 16. 12. 2013. Production: TV station "Stara 
Pazova" (Interview with the director of the group, ethnomusicologist Ana Nedeljkovi¢ - Brankovic, 
rehearsal, interviews with members) https://www.youtube.com/watch?v=Ny8J—QZzV54 


3. KUD "Stanko Paunovic" NIS-RNP Panéevo from Pancevo performs the song "Jasenovac, milo selo 
moje" from Jasenovac, Croatia, Cultural Center of Panéevo, Moy 17, 2015. .https://www.youtube. 
com/watch?v=PqY LF2ItY WQ&t=7s 


*The answer is in grandfather's toast in the film "The Saplings" (69a90) by Rezo Chkheidze, 1972. (the last video 
example). I thank the Committee for helping me and sending this particular extract from the film. 
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4. The first performance of Smilja Kotur with young singers who gather around her at her home, the song 
"Jasenovac, milo selo moje" from Jasenovac, Croatia, led by Dragana Tomic, Retnik Festival, Novem- 
ber 2015 https://www.youtube.com/watch?v=VORGQG3kXoY 


5. Singers of "iz vika" Miloljub Sakovié and Miroljub Raketié from Nova Varo’, southwestern Serbia 
at the Second Retnik Festival, Grocka, September, 2016 https://www.youtube.com/watch?v=LkMP- 
gKMN3h4 


6. Extract from the film "The Saplings" (69®a960) by Rezo Chkheidze, 1972. https://www.youtube.com/ 
watch?v=pxNdS5qFL918&t=214s 
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Lamson 1. bdamosbs 3m&aqmo (d0%(36603), 88 Boob &Mosw@a3o0qjmo dmdegmemo osbgbm- 
35/3006, Il dbogycmam mdab oobgbmga3ob bo3mbi3g68Mo(30m dobsgob ymoRmoa &y39 wo 
SgmaMo~eda MBMmmgama mMmas 3hHobmg3oho ( doM993603). 78 Bemob HMse@a3anma dImd~)- 
Moma bLoggm Bdnho~@sd od039 bLogmab sbboddm jpMbyhobjob bgemddm3e6gmo, Myg~bogob 
dagen, bLamdgan. dgmaMo@o, b9a4&gddgmo0, 2016. ce. L&Msnbohob ym. 

Figure 1. Smiljana Kotur (on the left) age 88, traditional singer from Jasenovac, Croatia, WWII 
survivor of concentration camp Jasenovac and a refugee in Belgrade with Olga Krasojevi¢ (on the 
right) age 78, traditional singer from the village of Crnuéa and the leader of Crnucanka traditional 
singing group from Crnu¢éa, Rudnik mountain, Serbia. Belgrade, September 2016. Photo by D 
Strahinic. 
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Lamson 2. 63m bogwoab sbbsdd~ bL8eng hob (cCnM|dGmMo, goomdybagmemman by bobs oMmbo- 
Bo) BggMgQd0b 8oM3gQm0 dgbgZgEMS HMo~a30y~M IMAM|_MeEgdmMb: Ldo~mosbs 3M 8yMameb es 
Mmas 3Mobrggahoeb. sbboddmo g34yymgbab gmonhggmb woymMeng3030b Bymeyqnye-oM- 
HobH jr Lomasemydsb (KUD). dgmaMooo, bad &gddgmMo, 2016. ce. L&Mosobohab ym Hm. 

Figure 2. The first meeting of the girls from folklore ensemble Splet from Novi Sad (director, ethno- 
musicologist Suzana Arsi¢) with traditional singers Smiljana Kotur and Olga Krasojevic, Belgrade, 
September 2016. The group belongs to KUD Djurdjevak from Klajicevo. Photo by D. Strahinic¢. 
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MHdNbd ddbISN 
(I3IH5N605) 


LAL Vo Loo6LodIdEM AMosolbsdN6N JIOLMIN ISO 
JIMONENL SMHOQNGNIS NELGMIIIESIS DVLNJON'IM 
JINSIMIIN 


OOMIJLEMIMdOM WZMonbsdaO oH AmndgM3Z960 JDHmdgd0, bows3 dbnd36g~m306bo 
ynMs@~mgds gndmds SHMos@ayoym Aybogoh — bmmm e@o boosbbsdd~mm dmMogombdosb 
dgbMymadob. mMMasbmeEmanyMhon 33m g39d0bo@do dodm3zbamn bagbgdob, wabgMo(30gd0b, 
Lobgmddm3obgmmgdabs my bedg3bagMm L&oSogd0b og GmMgd60 Mognsbm dHmdgddo 
yyMse@mgdsb odobgam]d96 bLomm 06 boobbodde~mm ob6b 8M 7dg7bGym dgbMymgd09, 
ALGMAIFE Hye Aybojzed5, doaMsd dom abbLAMyAIZLGyma dgdILMymade~mdnb bLb3o 
089dM56 AMMs@ asbobn~s396'. 

BabsdegdeM9 330939, MMIAQEMA(3, JgLsd~ms, 80M3g9~mse DogdmM3bs badmsmbadbyem 
ogdob, omob d(3@gemmdo: 5) boMdmo~@anbmb 3Ms0b0b Magombyoma Loe~mm wo boobbodde~m 
Inbogab bo3Mo39d60 HMos@a3oyemo Aybozob obbGMyI76G d0b Imemagmboob 368 4Lb8do; 
6) dmbodbmb ALAHMyd7H8Qema 8Mmagmboob agmamMogoyen bsm3%9Jd0; 3) assobomobmb 
AIgbozomyAMa dobo~ab ao~dm3gdab Gadob wsdmyjow@gdyemgdo bo3gMogmo ymbbAMy4(30j~m 
39369689609; ©) bsbdo aoqb3gob GMowa3oobs wo dgdbMymgdmmdnb wo(330b 
msb5d9eEMM39 89MomMedo. MyaamMbygd0 dgaMhe obbH|MyI_ZGqemo (boom Co bos6bsddenm) 
HMoseagagdab sMbgdmdobs Ed BmmygmmMymo gdb3gea30gd0b CMHMb agoggqmgdyero 
HMoeo03aymo obLAMyd768yjema dgbagob fobsbyMgda0b dabsb3e@mdmdob dobg~@30m. 

aMdo3n0 mMdoagn Q@~g0% (folk double flute") qbbgsGo0 wMmn@sb sMbgdmde@s 
3oM8oG0odo0 (a-9(3~9eMdRob5do) — Mgaombdo, Mmdgma3 IJhogoe~mbdosbmdob «yd3qe@mgbo 
MIJGHomydoab oMbydmdom boboomegds. JDMogombemnsbo bobamdemaga gBmm3cmmMyamo 
Jdb3ge@o030gd0b, L8g(30oeMha mas MoGyMab dobbogmoabs wo ogGmMab sgmbmboemm 
gmmgigosda  omMbydejnemo (16-%5 390) MMdo_Q0 QMgaGom dgLMym|dymo Agboagoab 
AgL693m@mab dgmgao@ godmag3qgms joM8oGoob Mygaombab dansh Mosombgddo sMbydyemo 
od bo3gme3ab mma domiameg@a boambsbgmds. obabo gmadobgmabasb s~@anmmdmMago 
Lobgmbme@gjdgdom, ghammmanyma mogabgdyMgdgdoms Co dabMymgdob gQofGymaymo 
RBMMAJZdaM aosbbbgo3~a 9d. gb — Mas~@myMow@ dsnMombymn yrQgmo~emdnb bo3Mo3g9d00: 

1) mo, yr3gemms3ob gimbsoMmo LoaMdob samyBabgdyemo soHsmgyem Ho da~o dows 
Lobdm 696398) 960m (mgem9d00), bes dysmMa bab de~mgo (dobo Loamdg dgMygmeb 200-@ob 
400 dd-de9), mMo 89mMs~M gem Ma bobdm bsb3gMQGom do~ob dngemoa boamdob aobb3mn3. 
omonmgy7@ dob ofgb hobsdgm0 Ambymdnemmeds (boGqhg 63 ge@0). 0d doamdy, GmMd9Mdj09(3 
935396, Jgad~mgds oymb bymo (jRMm sHdo~yemo 39Mbo9) 96 g74gbo bobdm bosbgm\ Go. 
d9mMHQ Jo~mb 0M ofgbh mgmgd0. My y3Zqmo bLobdIm bs63Mg80 wobyMymns, BoMdmnddbydo 
damab yogmo~@mds m3mgdo0b aoMgd9. ghoo daqmeombab yogqmo~mds. Ig~me@ns syogMeOgdo 
80M39™ Cd JIMM] M4 GHoZ9do. dagMomMng|n Ca. HMbyMos. 9d obLH|M IFS {ob oyg6gdce@bq6 
dby9db9d0 es Lmgmoab dmbobeomgmds 8Mada Soyo bodbygdb~m 06 MaSyjoomMo Ige~mengdob 
sboymgMgdmse@ (by. 1). 

Ma SH MsGyMym GyoMmgdda 33omMbyemmdn, Md dqnmeombyemo Jama mMMYx_AM IMg@~go 


'Matsyevski I. V.; Humenyuk A. I.; Khay M. I.; Khotkevich H.; Shostak V. A.; Yaremko B. I. 
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@s 9d dgdmb3q930dG0 ob BoMdmdbab 33068 4M SQMembb. A396, doybg~mo30~@ odobo, oM 
azabobo3b dbaegbo = boegmogn, dgbodemmes, ada&md, Mmd wWmgbemgmdom oA—0 os~moM 
asdmaygb9o0. 

bsb0 bes aogb3eb, Mmd MMdsan A~mg|nGJd0, bya 06 74gbo M3Zmam, RoMamM@do 
B.BMGIMIOTL, YIVOgLrrMoeE, ggggedhobsdo. gb ag ggqagmo obbGMQIZoS Qevo Igbogol 
8AMBsA9b@ab 8H gd0b WodbobyMadoo, MmdAM|d0(3 HMoe@a3agdab (3m3boma doGoM gdemgd0 
oMasb. doasmamoab bobam Amgny306bm dobsamm GHogoohy3b, IMogzoema SHMowoa30yjemo 
LAM AIZEGOL (Jom JmMoab, IGogombdosbob: MHIsa0 BgQEoGob, ay@osb&3go0mMobs wo 
qosmob) DgdLMyMHMgAd9mM Yommpba omboab 8Mmagbombs~@mb. ogo wy3Moabob MoMamy|db 
aoMymes (36mdamo, MMamMM?3 4936 ayns3qmyAM bo3M0309 SMBynb30~—mq dadLMye~mgdgemn; 
dob, ob939, dgqfdbamo ofgh mxRobyma abbAMyAI7G ye sbbodde~mo. dob LHaYmMyMRamoe 
0730b sMaamMMdMagn HM9E0(309d0 Od DbSEd9 AZo~ybosMeab Mogoba (3MeEbo obomasdMomdsh. 

Amamm™ 3 fobb, bombyma BMow@a30s WongoMas BHMobbygoMdsoGo0b Mgaombdo. 
LodiyyboMme, dodab, MME gbs(3 BmaagMan sHJoxymo obbGMydIg7bGo, dgbodemme, smdmhgbam 
aos dmmgym@m bogmgddao, dom dgdqdbgem gdb 06 dgdbmymgdmgdb emgbemgmdom 39 
4936309600. 

2) MHo mam, gyxMbgdo MeEbs3 wodmMId yen, OsQodbLaMgdyems JgdsgMagdgemo 
5900 o6 hobdey~mns JyoM demmydo fhobsd9M Imbymda~mmdsbaob (Lo&4h9 63 e090) sb~mb 
(dobo Loamdg dgmygmdb 310-@ob 400 3d.-deo9). mmMa39 mam aobbb303~09d9 mgmgdo0b 
MoMme@g6mdam, Ig G0 Qo3MA39emgdoyemoo 6-4, 7-4, Myd39 QRMM~M Ji30MQ Momegbmdo(3 oMab 
Bsbb969d0 Loemn&gMsG7~M BysMmgddo (Lym. 2 ). 

Agg6b 3gmengd(gnsdoo obLGMyd9680 6 hobsdgmMo bgMqmoam od mymdy, HmMdg{MdgI09(3 
JIMOB9H We gMao Mg~Mom JgMM] Mgmo'dg9. org oMggmo Emgcmob gJgbog9 Mge~o we 
jhaa3 dgmMgbg wWobyMymos, BoMdmnddbgdo yoobmbsmn yogMo~@mds. dsamsd oy 9Mao 
RobodgMa b3gMaemo Maco, JanMbgZ0 YEgMoemds JMO 330MS8oM domme. gboo axyywobG3omMab 
8MH6(3080. aobbb3039d0 ododos, Mmd gQmgn®gob ofgh fobodgma Ambmdog~mds dodob, 
AM gbs3 ay@obH3oMb ofgb g6o3900. 

MMdo_0 BIZMGHs MHbO MZsmnM MaMM|yEH da~mdyg dmn08M39d0 Inge axn(3~yemdfinbsdo, 
doaMsd gHan domo dgmMg bg 400-@ob 500 9d.-deg Img@mgo (Lym. 3). 

dobo dgemmengdn boMIMn4Ibgd9 89MoM|eMNMa COGN od 39GHoM (9M(309600. sdyodo~w 
59  bo3M%939db 94969496 sbomasdbMegdn GMHosea3oymo ByMBQGob yB_bG030mMgd09. 
MMAMJMmnsbo bLomosdyMmydn, d3qmo dsNheombymn go4GyMam, 42MM bdoMns ZoMd9Goa0b 
Mja0mbdo; wos sbomasdbMeayjdo, wOM|LeMgmdom, BMmdsasbe@ob 469396 0d mMbdoobo 
(BoMsmg|em Ho GIM(309d0M) YoUMsemdob Ifmby obLGG7dg75 Hb. 

HMoseoa30yjm0 Aybogab od bo3gMoe3gmo demMob, Mmdemgday ao3{gMi3gmgoyemo aym 
a gMoabobs wo dob gomam|ob asMgm, ybeos smabadbmb aywob&3gomMo. dob aobbb63039dyem0 
Lobgmbme@gjogd0 ofgb. od Logmogab gRohMmme aogM3gmgoym dmegmb aoohbns boedo 
cogjc@obo (Jogo): 5) 80M39em0 — BogMab dabogbgd0o, 3) dqmMH9 — Ig~@meayMa, aogqmgoyennes 
mmo dgMbydemn do~abasb; 80M3g9mam LHymeo do daMamse@n dagmMemMoaab 3g4bodmMeo 
Mos dgmMyb o4gbh Mo ghmo 06 MMa MgZmMnM, J3Zg@mo-J30MByEmo sqmeomby~ma &mboab 
yJOJMoeomdan wo 3) dqnMombyma da~mo, MMdgma(3 Ig~mmeayMH do~mmeb dyz~@sMgQd0m, 
B30MBaM 9b MAGHoZ0m wWodmse yeogMmb. gb bo3Ms30 aodmoygbgde bodmgmob o6 (39330b 
S3MABSHAdgFOGabagob. LogMog0 yoMas@ss (36Mda~mn Ed BMdyYmoMymns Q3MMd8sbo Eo 
Bg2M89G00b Mygaambob GBMose@ag3oqjm aomMgdmdo. Dob bdoMo~@ nygbgd96 obomasdbMegdn 
domo dgodo, Moms dgobMymmb GBHMoea30yjmo ay3qemyMo 6 do~osbh ImdqmoMymo 
aAMMobeooymn MA3IgM8yoMo. 

JoMemambol xaygab bogMog9d0@06 =sbe@o omobodbmb fobomo, = d3gegbo 
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bo3M930, BoMOME ao3M(39M demo QR3Monbsbs Ed 938MMdodo0. ImMbMeEnYMa Ig~mme@NDg60, 
MMbSIA7bG dom Nb3Z0@ godd3qbgdyemn, yEouMb s9Mdoby7bH yom mMbdosbmdsdo dqmeombyym 
3300GobLms6 gMmse@. JboMo y¥39mobq bdaMs@ a3Zb3~@gd0 Mobbemydob Idfmby bLodegmoab 
Mysg{MGyomdo. wy3Moobob Mg9HMob, Agbogabs wo yobmb dAybgydob  y3mGoenbob 
AGHMAI_ZLGH d0b aobymaamg|dsdo Bomdmeagbomns gmMmse@ghMmo Jbomoa  3mcmaboab 
Mj20Mba~@s6, MMa DAg~@mea_ma bodam. dJonbgm@e30@ osdobs, gb odgnsma dgdmb39300, 
8Md48039d0 bombo 03 abg bdoMo@ oygbgdb od LogMogb. 

aYyM d3@gMmMds, OoSJdMYybgZdaboM gb abLAMnd7680 BmdboMydob (36mM3MQdo0dn wo 
Joomob yay7agddo, Lo~o(3 sbo~masdMeayjdn, JdboMby Co33Mab dgbogmabos wo HMo@oa3ayjemo 
M_s_{MBayomMob dgbMymadab aoM@o, 06939, 00bs@ 9096 9d bo3Mosb. 

d9-16 b&b. @obob.—d9-17 b&b. @obsbyoba@ob abb SM yI_ZOGomoabSdd0  ~q3Monbsdo 
Rodmoeyomadgb d(30M9 abbSMyI_7Gyemo sbbsdd~mgd0, agnobo 49-18 bowy3j6o~@eb 49.6. 
\MOMoOL Ho Agbagab“ Lomo. od GHo8sab Mommy aynbob aoohbws MyagombomyMHo 
MogabgdyMgQdo0 dgdowagbemedab, MyB_7MSyoMoab, bodgILMymgde—~mm L&omoab, dbsGgMmyemo 
asdmdbob3gmmoab mgembobMabam. od sbboddmygdb ogMmnsbyjd@em gMam-ghMan bogmam 
wsdobobosmgdgema mgabgd0 — boda gybqi3aob ombgdmde: dgmmeayqma @yb4(300b 
(g90me@o0bmb IaogoMo 35809); BoMIMbaYEHn gHbA(300b (mobbemgds — d9mM9 30mMe~abm, 
(300d5e90); @d dsbob (Igb999 30meE@nbm, ,dsbmemno* [«basolya»] — Qmm3zc~mmMHy~@o d560) 
56 dA HMYEM-MGI QE (WsbsHByodo 06 ,dybse@m* [«bukhalo»] bo3Go39d0. 5d sbbsddemdob 
JOIMSOMS5dO 0339HDQIIMES BMIMAMbyYMH-BoMIMbayema RoJGymMob mogabgdoyHqd960. 

a3Moabsda = ®Moe@a3oym oabb&Mydg_bGHyem obbodd~myddo fhoMm amo  dMogomo 
Lo3Mo30@0b yyMs@~M|ds Heo asdob3ameagb ,boaybem dgbmymgdab d3qmo &Moe@a300b 
@o7330b bL38g30g0349 GBoddg — dgbMy~mgdcd 7 boda 30m~@abmb Mobbemgdom" (Khay, 
2007: 176), dd9d0-d930menbg9d60b: bLsoGa@mbob, joMoamobs wo MyA3o smMoa~moadshsbygda0b 
(dy 3mg0b6ob Mgaombab anodymolb dbs%9) JAMse@9jMa0 GHHamb sMbyob30emq daobMmymgdab 
BgyMBQMob9. gm0 dbMHng, Igbagmbyd0 boMIMshgbg6 ggMmdyYemo, ,HOmMaabGo Iqbogo"-b 
Gosob obbGMydg6Gyemo aybeab SHMoe@a300b, dabmgob wodsbsboomgdgema osMbdmog3o 
R764(309d0M, A~Nw@SMaA MMbsd7b8 Jd0M, Z9Mad30\MMd0M, 3ZOMHQmodymmdoms Wo 
ad8MMZ0bs(300M. AgmMH 9 dbMa3, dJgmMq ~s JAgbsdg Z3aME@Mbmgdob bodgdLMy~mgdem 
Ro4HqMsdo abdob mMbdosbo badegms, Mmdgma3, wWd_8 gbbo~m@, gAodmoygbgd0 Eno 
Lodgdb9. sda®md, 8mdmagbyma JmMemembygdab obb&Mydg76Gym aybeda bmaxgm 
J 330M BMMaQMbayMa 3mddmbg7bGH 60 033g9Mgd0; ADgbododoboe, Agqbo3mbygdb daqdemam 
dasbemmggdmebyg6 8q8 MmQAMbosh MognsbmMa GHMowa3ayjmoa dAyboago~myma dobo~ob 
asdmygbgdoms wos ~Wsdmy30~@ gd9e~ bdIgddo adIMmBZnNbOM|d0m—. 

d9 dgbobodbs30 dobbo dfmbe@s fhodgb6gmMoe gb aodmhgbaen Aygbagmbygd0 Qmm3z~mmmMyemo 
Jdb89e0(300b EMMb, bows(3 3094YMYzI7dMEOEND 86mg. 0.3. JOQagZbg0bMsb JMimoe@ (AgMbmM3(30b 
AJa0mbo, yBoemob Msambo, Logygqemo Jg80Go) wo Il dbmM@mom mdob RBmmBZmmMHryen 
RILG030EMb q aodmb3emab dodeamd Agdb myobdo boboydMme Cwsdg8080ygd060 abobo. 
M3 gonagh, Mmd (36mdae~mn AgZ0MEMnbgAgd0 od8aM|d~@by7b6 Aggbmeb L&qdIMmdob, 20-dwy 
Loagmoab degbogmbo (dq 86omoe, 38M 30CmMab& Jd0, MSd~@ bs~s(3 ~(3b94yMHo 9M Yo~es aymb gb) 
Bodmgne@s bogyymomo bgmbobymgdom BMoeoa3oyea aysyqemgmo Anbo3gmbydab dgbobodbs30 
DgbMymgdab Imbobdgbo@ wo fobsbyMse@. bodbyboMme, Erb abobo smMsM oMoasb Aggbmob 
JMO. 

dond369~mmMgZ960 Memo ofgh BrmygemmMym bodmMbomm sbboddm db, Mmdm]d0(3 
8MMIQMbayMa OOLAMYyd7ZLH yea yogmMoemdoh gRomMam bL3g4qGMb bomImoshgbg6. Gemgdoab 
Bob, 8memmagb MaaQ0Mbdo (Wsbs3~mgQm BmeEMEmng|dO E6A8MObL3OM {Mob H5deE96095 &sombo), 
QBMEyemmMyemoa _4b38gea7300b eMMb, Agg96 hogbgMQm LoJmmbae~mm dybagmbgydo. 068 4Hgbo 
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99 abLAMyIZG Eo YayRgqdobo~wdo dodob aosagnhbws, Mma gbs3 Imgobdobym, Mmd 
3Monbgemo dbo 3mb do 9d MyaQgMbdo fobsdg9M bs 393960] obMyomgdE696 gdMoyAe Aybogob. 
Sd ggomdgbab dgbbogmob DMogembemnsboa Ayqdemdab dow@gaa dgbymns Imbmamogosdo 
rgemg vdgMab HMoe@a(309 3meEmengdo" (Gusak, 2014). 

OLAM yd FH Aema Yavyagqdo0b dagm aodmygbgdyemo bogmMogms 8od89d0 od Mgaombdo 
(330M™gJdo@ns, M3 WodDMZa~@ dyes od AbLAMYd_bHob oMbgdmdob9. Oy Kayoo 
d(30M ]M0(36Mg 060, 030 dgnd~mgds dgwagomegb gan 96 mmo boygomabasb, ®Gmddmbabaob, 
MaMs3096a sgmMMegmbabs Cs CWoboMPByodobacb; MmeEgbs3 KaQyWQRo WRMM ~wo~wns, dobdo 
Ajademgd9 ayMb BemsMbyGHo, 3mMbg 80, LoygoM d0, semBob boygoMgd0, Byb6mMMo, d9Ma8mbo 
@s dobo (&9S0), Imo3go0M0 Jgm@mens Myagombob HMse@a3oye~ boJrmMbam~mm sbboddamyddo 
(9dH044e~Md0(3 Co 4 3Ms0byeda(3) Dgndemgds dgbMymgdyqemaym gome@m0bmdg9. doybg~@o30e@ 
odobo, boy 37699 Ig800, M9(3 fobodgmMa bo3M039d0 aodmaygbgds JoMbamg|ddo, bows 3 
DIgmmens LAM d9 boy30Mbq 06 3mMbIHO9. 06 domMMb6 JAMI@, S6Es WsdMy30~@ Ido, 
Dgmmens dgademgdo dgbMymegb yomomby809, MMdgGe@ma(3 8aM3gE@0 LoygoMab 06 3mMbgGab 
89H G09) MAGo3g0m JsE~mse yogMmb. sdagoMo bogMo39d0mM dgbMymgdym Age~mmeongddo 
AqbSMAMSZdYEMns OESMbo304yMo Ed Ba~MMYAMO boy yWdZ9E@0, dodab, Mmegbs(3 InbogomyAMo 
BsboMdmydobagab GBodsiqma MoG®dob bLodyomydam dobsdmgdgmos 9dma36M Lb6ge@obb30 
GId3°: 

dgmMy boygoGa 96 3mMbg80 yeogmb sbobmbdo 380M39~ boygnmMmeb, 06, ‘bmaygm, 
4Q3MM Wsds~m Agbsdgbmsb. 029039 Agmmens, GHM309d0m, DJoamsd asbbb3g039d4yem0 
bsmabbam ws ®mbsmmdam, gobbo3zqmMydyemo gRofGyMam dgodemgds, 9b939, Igbmymegb 
80MZ9EM0 GH ybmMMab o6 dsoMaGmbob dogH. Mmegbsi3 mMo dsoMa8mba sbhMym|db, gmao 
Jgmmes yogmb yoabmbdo 80M39m BemoMby8mob, dgmM] yo — HgM(300M 43930-. 

BOMIMbaYEHA Mobbemgds dgndm|ds y~reQgMegh w~bobmbdo 96 ImbmeanMse, 96 yWoRMmm 
bdamse@, &9M(309d0 ws L8g(30gQ034MN MOGdomM. ImeEy@o300b EHMMb Cs yjo~@obbyddo, 
mobdbergdn obb&My7dg6G 60 yr3gmms3ob qoMynb38g9mYmMg_7b BoMIMbosbs wo MoGdb, 
dsoMnGmbab 96 dobob wWsdbdoM) bIgdMs6 ymddoabaMyd0m, JDgemenab bsbg3M0960 amde~mamdab 
dagmMgeab 8omomgmyMoc. 

boMbyendo gdMogmo0 bodmMboe~m Aybo3mbgdo (3090096900) obMyemg9d6e@696 (3933906 
© bobodmgMmm Agmmengdb, MmdM|d0(3 YyrBg~mamBab ObHMyAI_ZG ym IAydo3@gd6mM@o 
AIgbozomaMa dobo~mab mMbsdg7b8aM dM, AMsZ9eMaQ{MmgZ0bo0 gQogQ~yMs(309d0M, bob3md3gd0b, 
HMamemgdab, L3g30Qo034yMa Womdozgoemo bLoggbyMygdob asdmygbgd0m. 

BIIMsbadbyemn OobSAyMegd9 AybogomyMHo bsboMdmygdom ,,Shabes nign", MMIg7embs3 
sbhmymgdb obboddmo ,mgGHMm" megbob Mygaombob Moombyymo (3968HMo0@s6_ ,,3-c@0d0" 
(Lym. 4). s6bodde@do dge@0b 3emoMby 80, MMa boygoMo, dsoMaGmbo, GHydo Oo ogmMeagmbn, 
DIgmmeoob shMymgdb 3emoMby Go, MM boygoMa oo doMaHMbo. yEogMoeamds, 78 gL6omo~@, 
MI GHo34M09, Md(35 L635 068 9M390M]60(3 3363~Eg9d0. Jaxybg~@o30@ sdabo, Imo30M Agemmeoneb 
SLM {mdb 3e0Mbg 80, bdoMse@ 0d38MM3Z0d9(304~™ DobgMsdo, 74rb Abasgbo asw@odobamydgdob 
Lobam doMn8mbmsb FMmMsE@, 39Momy|myAM GB yM30gdbo os 33068 ddo. A3g960 ImobmaMogoab 
rgem@godgmab BMseai309 8MeEMmagdo" bo6M8rm wWosbsMada, bo@o(3 Lm~mm 89M 8ogd0b 
aoMOS, AMygZeba~mns (36Me LobMBm bodydo q3Moabab LoJrMbam~mm Yaynagdob gdMoxymo 
AInbogab MasqgMByoMo@sb, dgnd~@mgds dggbadbmm Bq MmMambyemo obMmgbgda0b boadbgdn: 
ada ®o9(304MHo Agemmeagdab 3md3mby768 qd0, 3oMoasbGymo asbgamoM do. 

jomogemo Aybagmbydob daaMo oye 8Mm3gbgd0b wCobygdo0d asdmab3ns aoMe@sdbydo 
SbKHMMZb9d9do AOGMyIVGGyemo Anbogab yogMo~amdob dgdeamdo (33~m0mgdom. Lb3go@obb30 
89MoMeEdN 938MM3g9Em0 JdMog~mgd0 (33Cm0~@bg6 bmremdg bLodgdbMymgdemm byaMbgdb, Job 
d990@938, M3 gh bg9Mbgd0 asbganmsMeEjd6m@s 93MMmdsedo (Slepovich, 2005). 3en9'%bd9Hg60 


Lmmm @o bosbboddmm dhogombdosbo dgbmyemgd0 
an gMoabab HMoea3oyo~ abbGMyAIgFG ye AgqbozomynM Bye 8qModo 535 


3M530696 o3Monbgem Aybagmbydmsb gMmoe@, MMdAM|dbLI3 MAI_GMmMAWoMdO QdMoNEmo 
AInbogocyMo dobsms dg3qmbeooo. 

wobobmymb dgndm ds omnbodbmb, Mmd w3mMoenbsdo dgdmMMAgbo~m dAMo3go0embdosbo 
yogmoemdob dfmby My~@ndgb Gye Lorem obbGMy7d968 db drmoab o~bobadbogns mMdoao 
RMA GH, aywoobSH3o0M0 wo JboMo. dom dgnbsMAybgh gmammmanyma obdgd8o wo 
dnMombymn 3898 MMAMboob Bmddmbg7b68o0. s~@badbyema dand~mgds snbbbsb dmay@my|dab 
Bo3g8ocma aoMgdmoan, bows ob6b8M7d968 940 ImdmMydye Logmyddo asdmaygbgdmeo. 
06939, dMoe3g0m0 smgyema beab = aebdog~@mdsda —s boge~mgd0m@ ~—s gobgamoMgd4y~m0 
8IGHIMMBMbaYEHa DMogembdnsbmdo dgnbsMhyybgb Jggamemnbygddo dSq3mg0bob Magaombab 
an(34omdhabsb dansba Msombgdn@ob. 

dqmM9 dbMn3, dmMogombdosbo bosbbodde~m dadbMymademmds 3ameme@ges Jommme 
03 Myga0mbgdd0, bLowsy3 bobyjbg5 DoaMogos (GmamMayss wbysSGobL80M mab Msombo 
SMdMbs3mg\m 8mMemmogb © a,0m6do). Agg60 ws330M3gdabo wo dgbbo3mob da@gag60 
ModSYIMJSEMsE@O s~obSyMydg96 0. yrMeoboob @Woby3bob LoSho0@sb ,omdmbogmym 
93MM8sdGo 898 MmMaAmboobk bomdmdmdob BHmdegdo". ogGmMo b9aMb, Mmd dobMyemgdo 
Mab dmMogombdosbmdob 94MM a3nsbo QMMds, Mmdgema(3 BoMImnddbs dngm@m s@dmbo3mgm 
93MMdsdo ab&gbbayMa doaMo3ayqmoa 8MM3gbgdab. Gs gmbajZyWMa YHongmMaddg~@gEd0b 
J99B9@- 92039 beEgds OOLAM7IZG YE Anbogobmsb6 JadsMamgd0m. 
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RAYISA GUSAK 
(UKRAINE) 


SOLO AND ENSEMBLE POLYPHONIC PERFORMANCE IN THE TRADITIONAL 
INSTRUMENTAL MUSICAL CULTURE OF UKRAINE 


This paper, which may well be the first one addressing the solo and ensemble polyphonic 
performance in the traditional instrumental music culture of ukraine, is an attempt (a) to present 
regional solo and ensemble music instruments in the traditional music instruments polyphony 
in Ukraine; (b) to draw the geographic boundaries of instrumental polyphony; (c) to analyze the 
dependency of music material presentment on the constructive components of music instruments; 
(d) to highlight the preservation of tradition and performance in the most recent period. The choice 
of regions is made in view of the existence of instrumental traditions, both solo and ensemble ones, 
and traditional instrumental music records made in folklore expeditions (field studies). 

From times immemorial, folk double flute existed in the region of Carpaty (Gutsulshchina), 
which featured most ancient components of polyphony. The results of years long folklore 
expeditions, studies of special literature and theoretical analysis of the music produced by dual 
flutes from the author's personal collections (more than 16 items) reveal the two essential kinds 
of a dual flute in the highland areas of the Carpaty region. They differ from each other by local 
names, ergological specifics and performance textures. These are essentially the instruments with 
the sounding bourdon: 

1) two agglutinate parallel tubes with inner holes, always of the same length, or a solid wood 
block (with the length varying from 200 to 400 mm), with two parallel holes drilled manually along 
the entire length inside it. Each tube has the whistle device. On a playing tube there may be five (more 
archaic version) or six fingerboard holes. On the second tube there are no holes. These instruments 
were used by shepherds and rural people, for performing primitive shepherd or ritual melodies (fig. 1). 

It should be emphasized that double flutes with five or six holes are widespread mostly in 
Gutsulshchina. It so happens thanks to propagators of the gutsul instrumental music, who are the vivid 
bearers of the tradition. 

The tradition of a double folk flute seems to have been lost at Transcarpathian region. 
Unfortunately, while some archaic instruments might have been found in remote villages, their makers 
or performers can hardly be met now. 

2) Two tubes of the same length, slightly diverging at an angle, fixed by the connecting board or 
inserted in a solid block nearer to the whistle device (the length varying from 310 to 400 mm). 

A double flute with four holes on each tube can be found across Gutsulshchina, but one of the 
tubes is 400 to 500 mm shorter. 

Its melody is produced by parallel large and small thirds. Now these instruments are used by 
young people at festivals of traditional culture. Double flutes with the olds bourdon texture can be 
found more often in the Carpaty region, and young people of today propagate the instrument with the 
interval two-part singing (parallel thirds) (fig. 2). 

Of the traditional music instruments common for Ukraine and far beyond since the 16" century, 
bagpipe should be mentioned. This instrument has a variety of names. A widespread pattern of 
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this instrument has three tubes: (a) the first one — to inflate the air; (b) the second one, melodic; (c) 
the bourdon tube, which sound is fourth or octave lower than the sound of the melodic tube. This 
instrument is used to accompany singing or dancing. The instrument is well known and popular in 
Europe and in the traditional environment of the Carpaty region. This instrument is often taken by 
young people in cities or towns, to perform either the traditional gutsul repertoire or the very popular 
Ireland one. 

Of the instruments of chordophone group, a lyre, an old instrument widespread in Ukraine 
and Europe, should be mentioned. The monophonic melody, abundantly decorated by ornaments, 
sounds in parallel with the permanent two-part singing bourdon, the bourdon fifth. A lyre is more 
often used to accompany song repertoires. In the department of Ukrainian music instruments at 
the Ukrainian Museum of Theater, Music and Cinema Arts, a singular lyre is exposed, with two 
melodic strings, which existed in Ukraine. This, however, is extremely rare case, not commonly 
used in the popular practices. 

Efforts have been made to bring this instrument back to life in kobza and lyre groups, where 
young people, apart from learning to play lyre by reviving and performing the traditional repertoire, 
are engaged in lyre making. 

Since the late 16" — early 17" century, instrumental musicians in Ukraine have created small 
instrumental ensembles, styled as «rpoucTu My3bIKu» since the late 18" century. Each choir of 
this kind had regional specifics regarding composition, repertoire, performing style, artistic and 
expression capacities. One common feature of these ensembles was the availability of the three 
functions: melodic function (with the principal part of violin); harmonic one (accompaniment — the 
second violin, cymbals); and bass (the third violin, «Oacons» — folk bass) or metric rhythmical 
(drum or «Oyxazo») one. The sounding of these ensembles tended to feature the homophonic 
harmonic texture. 

Ofthe many instruments involved in traditional instrumental ensembles in Ukraine, the emphasis 
needs to be made on «the specific type of preservation of the old tradition of choir performance with 
three violins» (Khay, 2007: 176), the excellent performing culture of the singular trio of brothers- 
violinists: Spiridon, Kiril and Luca Prilipchan (the Gutsul area in the Bukovina region). On the 
one hand, the musicians demonstrate a perfect European pattern of an instrumental choir of the 
«TPOUCTOM My3bIKu» kind, with its essential functions, vivid ornaments, variations, virtuosity and 
improvisation. On the other hand, in the performing texture of the second and the thirds violin 
we could hear the sounding of two-part singing, more often with use of open strings. Therefore, 
in a small instrumental choir of homogenous chordophones, explicit polyphonic components can 
sometimes occur, meaning that the musicians could approach part-singing heterophony using their 
traditional music material and improvisation with independent parts (fig. 3). 

An important role belongs to folk wedding brass ensembles demonstrating wide range of 
capabilities for polyphonic instrumental sounding. Wedding musicians were recorded by us over 
several years in folklore expeditions at HMonombe region (several districts in the Western Podoliye 
Trans-Dniester region). The interest to these instrumental groups appeared once we had head 
Ukrainian musicians in this region, performing Jewish music on brass instruments. The result of 
the years-long work, with elaboration of this phenomenon, is contained in the monograph «Klezmer 
Traditions in Ilogompbe» (Gusak, 2014). 

The types of instruments used by bands in this region vary depending on the existence of an 
instrument. When a group 1s small, it can include one or two trumpets, pump-action trombone, button 
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accordion and drum; for longer than a century brass instruments have been used at weddings, with 
the melody played by a trumpet or a cornet. Either together with them or sometimes separately, the 
melody can be played by a clarinet that sounds an octave higher than the part of the first trumpet 
or the cornet. The melodies played by such instruments preserve the mode and intonation basis, 
whereas the rhythm. 

A harmonic accompaniment can be unison or monophonic, or, more often, with the interval 
of a third. 

In the past, Jewish wedding musicians (Klezmers) were performing dancing and singing 
melodies that were always subject to peculiar instrumentations, with the music material ornamented 
by various figurations and breakups, with use of syncopes, triplets, specific downward degrees. 

The above said can be confirmed by the excerpt of music piece «Shabes nign», performed by 
«Retro» ensemble from the district center Kodyma, Odessa region (fig.4). 

In the transcriptions of our monograph «Klezmer Traditions in Hogombe, where, apart 
from solo parts, nine scores of Jewish music from the repertoire of Ukrainian wedding bands 
are presented, the signs of heterophonic thinking can be revealed: components of imitated tunes, 
occurrence of variant development. 

When the migration processes of Jewish musicians started, they entailed transformation in the 
modus of thinking with the consequent change in the sounding of instrumental music. European 
Jews used to change performance tools in various periods, following the development of these 
tools in Europe (Slepovich, 2005). Klezmers used to play with Ukrainian musicians who were 
adding Jewish music material to repertoire. 

It can be noted in conclusion, that of the rudimentary patterns of solo instruments with 
polyphonic sounding, preserved in Ukraine, a bagpipe and a lyre can be mentioned. They have 
preserved the ergological aspect and the components of bourdon heterophony. This preservation 
can be explained by the insular environment of the highlanders, by the use of instruments 1n remote 
highland villages. Also, components of subordinate heterophony were being preserved for many 
decades by violinists from highland areas of Gutsulshchina in the Bukovina region. 

On the other hand, polyphonic ensemble performance has been developing only in the regions 
accessible to migration (such as the Trans-Dniester area in the East Podoliye region). Results of 
our observations and studiees clearly confirm the conclusion made by prof. I. Jordania in his article 
«The Problem of Origin of Heterophony in East Europe». The author writes that the performance 
is a later form of polyphony, which occurred as a consequence of intensive migration processes and 
ethnic interactions across East Europe. The case is quite the same with instrumental music. 
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Leaymonn 1. MHI9a0 QEmgnGo IyoMa bob demmyabasb: (a) 493MM agnobo 38g9MaMeEOb bo3Ms30, 
A+7 mg3omo dgmmeo0b dambg, 2 mgomo 3065 dosMgb; (b) eo (Cc) HHo@a30yjm0 mhH- 
MIMMasbo Lo~modyMydo dyMembom, 6 M3gs~maM Ig~@menob da~mdy 9Ma B~mg08ob9 wo 5 
M3Mm0n J9mMMab da~mdy, yobs dooMab of ofgh M3egd0. 

Figure 1. Folk double flutes made of a solid wood block: instrument of the later period, 4+7 holes 
on the melody tube, 2 holes on the backside; (b) and (c) traditional double flutes with bourdon, 6 
holes on the melody tube on one flute and 5 holes on the other tube, no holes on the backside. 


Lemon 2. boda mMdoan ggema8o, MM39 Jammy MgemgQd0m: (a) 447 Mg0ma0 Age~menab 
dagm@dg, 1 mgomo gobo dboMab; b) 6+4 M30 Ag~mmenob da~mdy, qyjo6 of ofgh Mgocmo; 
(c)4+7 maemo dgmmenanb dom'dg, 2 mgomoa 3069 JboMgb. 

Figure 2. Three folk double flutes with holes on the two tubes: (a) 4+7 holes on the melody tube, 1 
hole on the backside; 6+4 holes on the melody tube, no holes on the backside; (c) 4+7 holes on the 
melody tube, 2 holes on the backside. 
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Lamson 3. mMHdog0 BEmgn8o ghmo dmgmg damam, 4 MZgomoM Mammgy~@ dom), ghoo 
M3Z0CM0 dmg da~ab 3060 dbsMgb. 

Figure 3. Folk double flute with one shortened tube, 4 holes on each of the two tubes, | hole on the 
backside of the shortened tube on. 


Leymonn 4. boJmmbomm bomb yma yxaxyqQo «Konsonans Retro» (megbob MJaoMbab Jomodo 
jm@onds). 
Figure 4. Wedding folk band «Konsonans Retro» (the town of Kodyma, Odessa region). 
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HINES HI6IAI 
(LSISMHOISIL) 


SIRLOLGBNMNL LObIMSIBN LoOJdSMDIBIA Mb Vd BNL 
LOSLBMHISL 30MIN) IG6IM38MISd JOMNIBIADD SMoQNGNIS AILNJSdN 
(QMOBONbINSEMSS VS JIDLMINISNL L639 01SBNLISIMISISN) 


ajeoobS3omMa dbomgmamb dmhogom Jggyobsdo sMbgdyemo fobodgma bogMegoo. dob 
aso3M39emgd0b Lo3dome w~o~@n sMgs~@mo o4gb'. LoJoMmage@mda (36mdom@nes LogMoga0b Joma- 
mmo, Modyjomn, QdoyMHo, AgLbyMn, gogEbqMHn Cs odsMyAm@n BoaMbobymagdn (Roysg0d9, 
2009:16). aj@ob&3oM aZzb63~e@gd0 MAM\qmab GB MaGMMnbyg oMbydyeoo Joma obSmMo- 
wom dboMgg9ddo — mobogado, dogdgmbso wo Bomdo. 

bodoMmggemmda oMbgdym fiobodgm bogmegms dmmob, ayw@ob&3o0m0 9fm-9MamO 
y3gmobg Maymn smbsamdabss. doba dahiams@n bsba~mgdns bodghog0, ayes, b&3omo 
(L&g0Gob dneogdn Aobdgqemns w~ye@bgd0 Es m9699d0) © JoMobbo. L&3goMab ~9~e@bgdb4 
WoGHobjdyema MgZmgd0b Mome@gomds agobbb3go3qdqyemno Lbgo@obb30 Jommym dybojomnm 
mnsm) | do. sagdyemgdnb aoMeas, Myaambydob dabgw@3ZnM asbbb3o03~eq9d0 axywob&3aMabo wo 
dabo dgdowmagbgemn bobaemgdob bobgmbm@ 6940/3. Lo3Ms30 EAGHomyMos@ss smbyMamo Jo- 
Mayo b989/36o9HmM MG MoGyMsdo (gyogebadg0e@o, 1938:185-197; sMseyod30m@o, 1950:48- 
54; dbboe~msd9, 1969:16-22; hogegzed9, 2009:16-19, 80-82). 

bodoManggmmb badma hodmagemama Maagombgdab mobsdjmMM39 yroodo, avy~oob- 
30M ab HMos@a308 gMabsaMs@ DgbsMAybgdyema 9M oMab. gb bo3Mo3Z0 ‘Omasb CE~M|d~@) Jbod- 
369mM306 Mmmb Mosdodmdb, bmasb yo wsgabygdob gdemgq30. 

OMALOMY|MdnM boJoMMm3ygmmdo sMbgdy~r anewosbSgomab bobgmdgdb dmmab 9\m-gm- 
MO BIMMAgy~m saamo sdoMym dodmbb ndoMogb. 0d Mgaombdo bo3mMogob bobgmbmea - 
d0@, 906939, Jgndmgds dgagb3eagb — godsmbo/gadmbo. godmbb L&g0mab 9mm ~wy~@sbd4 
bya, dgmMybg yo bodo bsb3Mq80 ofgb. Joma yma boembyMHo Ladegmob bdgd0b sbo~mm- 
aoyqMee@, 80M39~™m wg~@sbb — Imddgmb, ‘omaggm yogoe6bb, dgmMgb yo — dobb wzbmea- 
396. godmboab Enss5bmbo wa~n bLyadbGoo, MyYdIZ9 CEod33Mab aobbogyoMadymo &yJbog0b 
d9d39md0M, Pobbq LyasH0dQGo dsag@ob g5dm(3999(3 Jgbodemgdgmoo (Mybod9, 2015:345). 
bo3M939 qdgGgbbomoe@ MMbdnsbo 39MGBagZomgd0 samgds, MyI(30 Lodbdosbmde3 yogmb. 
068)9M3Z90EM9d0E06 bdoMsE@ 2363E9d0 330MHo, 3300GH 9, 923MIM3Z9 BH IM(309, 9M (3M AdZNOMO 
332M GH 3300 GHo03MMEO. bobgdg0 3306 yQMo 8oMo~Mg|moddo Z3oeEyMs bdgdb drmob. s@bobo- 
dbs3g09, Mod godmbob dbo 9M BomMdmo@agbb Jobmemme mMboag{byMosb dsyMembb. dobo 
LodmdMem sMgocmoa, MMdgmA’Z B30MGHo0b dm(393b, Codey 30~@gdge~mo AgeEmenyMa bobodbob 
dgbMmymadob dgbodmademmosb Jdbob. godmbdq IgSHbamoe bo939330M Aybago LH ymeogeds. 
Agbodsdoboe@, bo3gme3gb bdoms@ sbmo3gb emennis. 

ogoMmaymoa godmbab 80M39e0 bdm3ebo hobsbygMgd0 do~mg3o JdZ9madgb 973x4m360b wo 1931 
Beam msMame@gds*. @o9b53939db by~mb Moambab bogg@m 330G0sdo d(36m3M% Jd0, 909- 
899 Lymdoebodg, Ig GbLobgmoe@ Jmhobgme, sbMymgdb. nao boda boob dadega semadbobemy 


http://www. britannica.com/art/bagpipe 
256. 3Md8o4G74Mo Cwabygo — 6dg9d0 bsMbymo@sb. JomMaqmo bomb yma Agbo3o QBmMbmMamMogob (330mo0b mog~- 
353900@o6 (2007), @abgo 5, domg3e dd3gemadab gmemgd3no. ofome (1931). 
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BoM 3boemsdgbs(3 RoyBgMos®. LyMdobodob GgdqHGHyoM AGogomMa(36mMZg560 ~s AGogZ9~- 
RBIMMZ960 Wobsj3Mo3q9d0ba06 dgwagds. dma303b, MmammA3 JoMayen, aby smdmbogemnmo 
BoMdmdmdob badydgdb. dgdbMymgdgema mho nhmngMnasbbb63039dqm0 AybozoemyMHo gbob 
AbHMboMAdabob aobbbgo39dqm byaMbgdb oygbgdb. bo3Mo3%9 Yyrgmb bs6 mMbsdg768030m 
490340 SPIMbo3ge~myMa, bob 30 — As(30~M dam Lows, HMoe@a3ayjmo boddgAd0. ~Csbo3939- 
do MHN3Z9 J_IM‘3Zg85d0 JMoZombdnsboo; YRM~ bdoHse, MMbdosbo (syA@Omdoa. 1, 2). 
qohobgmob dbasgboe@, od8Mmg0bs(30y~MdnMe wo AgIMAIQ@Qd0MN dSybAZd0M ao- 
dmaMhg30 od 3xymbob 30~@93 gMan Ag¢ndmby, Jg~@ob Moeambob boggqm wsbwoosmmb d3300- 
Ma Z0ba~m afMgded9. dob dagm dabmymadymo wobs3Mo3960 hobgmamos 1967 Bomb 0398) 
amodmbs ws aM. Aboggedob*, 06939, 2000 Byemb dombsd gMJ306a0dobs ~s mg306 3g9dod80dob 
dag@. bLodbdosbo yoogMsemdob dobsmb530e@ oMgdodg DodbodsmyAMos@ oygbgdb bo3gMogob 
Sg J6a3494H dgbodemgdemmd db. dabo bodgdbMymgdemm dobgMo, 80M39~ Moado, LommMgJe@ »sd- 
ames aodmMmMhgymoa (g0e@g9Mdo~. 1). aM gdodob weo33Mab L&omoab ao3gm bo sd3oMo~@ oamdb~m- 
do ogfoMsda EAL Imog3zo0b9 Igg¢ndmbgq0%g, Mmde~mg|da3 2013 wo 2014 Bemgddo° Rog0b 9m. 

sMbobadbsgno, Mmd 3. aM gd0d9d gFodmbo AMmAZ0MO _4L38gMndgZOGBab boabowo(3 o4(300. 
MLGHoGdo LogmMogb OoyIoGBo dgbod9, gHam3ensbn ~eg~@sbo ws dg4dbo 9. 6. bodbdosbo go- 
dmbo. MyAd30, LogMogab obgmdo Lbobgmdod dgdbMymgdemmedodn s@anmn 39M ~Cond330e@Md. 
Amam™3 hobb, dob 3mb344MHQH(309 39M aowybos HMowayoye gFodmbb, Hmdgmbgq(3 bodbdoo- 
Bmdo dgb9d9 wge@bob wodsS dob aoMmadg.3 yoomb. 

Logodmby MgdgqMByoMa wWomadboMydymos onMgndo aswsbobmg|dymo ogoMmg|dnb 
QMMmaemmGAdo. Logg BooMagd0 1965 Bomb s3dq@ Mbdob AgeEsd30~@b’ foybgMoo bo- 
Indgqd0, MMdMg|d0(3, BoJGMdM030@, ogoMab Logo@obb30 Inba3ode~mnGJGdo fobygMomo 
Mobs3Mo3g9da0b mMbdosbo B5MnSbGgJe00° (sxjeonmdoa. 3). 800Mag9, daMams@s@, dogobemoab 
bymdn~@sb aomobobemydyjemn AysoyoMygdo0b bmggemoas (Gold, 1972:1). badsbemdmagos, md 
MMbdnsbMdo Wosdobobosm|dgemos, MmMamMmM3 0d Logeab, aby, bogymmMag, dogobemoab bymdob 
BM BoE MHA AMosgo~Mbdosbmdabagabo(3. s@bobadbos3g00, MMI EEL BoaMngdn ay~wsbS30Mbq4 
DgdLMymMgdeEmqd0 SMoM oMnsb. babM Modbdoedob (36mMd0M, MmdAgmIds(3 od MaR0Mbdao 2015 
B9emb aobsbmMuagms bo39~9 9309307, SOBOMMdMng AMbobeEAmdsdo sMbgdmdb a~y@ob- 
H30Mab bbo3gbs os gMMagoMo Hmb&omans — abobo bo3MmMogob bs33emo@ baemdo og¢gmgb 
domoadb wos 8aMam (3e@0~mMd96 aosdmb3g6 gFodmbob dbaogbo dagMqdo. 

anwoob&gomMo, ob939, Co@obSyMgdoyemoos Mogobs wo JoMommdo. bsdq(36a9Mm mas gMo- 
HyAMsda dm8M39d9 (36mdgd0 9d Mgaombgddo dmeageby bLobgmmgobo Agb&goMgg9d0b dobob- 
J0'°. (36mdnens, md 3d LogMo3b Mogodo, a mob&3:aMab aoMeo, JH3Z:0Mb, 06 LobsboomMbe3 


J6m~@j7d~Eb696. CEA~mbgd0b Lobgmbm~@ d9d0E ofo(3, 3Mgo~mMoa Aybogab sho~mmanyMoa, a36- 


346. 30804870 Cwabygo — 6dg9d0 bsMbymoe@sb. Joma qmo bomb yma Agbo3o QBmMbmMamMogob (330mo0b mog~- 
35390006 (2008), weab3o 11, semgdbobemy BoM 3bsm@modob gmengdi3os. o¢oMs (1933). 


tT Snemabal Lobgemdbagm gmbbgM308mMaab Jomayemo boembyMHo dgqbozomyMa dadm{dge@gdob modmmsGm- 
Moab om ogo. 

~Lodomarggenml QmmycmmmMob Lobgmdbagym (3g6GMob oMJogo. 

646. Jdb3ge@0(309 Jgwab dvyba3o80em08 98do (My7bsd9, 2013) JbdIE oMogo; gdb3sgqe@a3no otoModo (Mybsd9, 
2014) Logbi3 om ago. 

7538900 mbdJob dgmod3gomo (1922-1980), JoMaggmo Lodmasem Imog3oeb9 onmdgndo. 


bogdb39@0(30M dobomms obsbgd9 Mdamoabab bobgemdbaym gmbbLyMZ9GmMMaab G®Mowea3oyomo IMogo~mbdosbm- 
dob 33emg930b bogmmodmmabe (3968 do. 


"bagdb3qcoo(gom doboems absbgdo 0439. 
se (306939 odmemmb (1953). Jomaayamo dgb30M4em0 89 bos. Mdomoba: by7e~m369d0. 
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30969 &gJMdabjd0 — dJmdgema ~wo dobo. ofoMymn godmbabsasb aobbb303940m, Mody~@m wo 
JoMamynm anwoosbS3go0mb dndgm w9~@sbbq gq43bo, bmeam dobaboby bodo 6963980 o4gb. 
Agbododoboe@, dabo Ensd5dmbo YRMmM Ca~@nSd Od IMA3Z93b B9GHoMe LgadGHoadob. avyy~wobSZ0Mo 
godmbb L&gomab Brdame(3 o~@gdo08 do. dob Fodmbabogs6 oMse domme gb 80%0d98M0, of- 
IJ Csdoc~mn MyAOL SMa, Ldgq3agQog34qMa ByddMo wos Mg8g{MByoMa(3 aobobb3039db. Hogodo 
gb bogmo3g0 bdahee@ sMeo (39330b, 9Mod9~@ Lodmgmab mobdbergdns. JoMamdo a363@ 90 bo- 
399MH3 LoajrwosbS3g0H%]J Ag7emmeongd03''. AodMeamM CEnsddmboab dowybg~@s30E, IMogoemb- 
dosbmdab mgembobmoabam, Moga wo JomMamyMa aywobSs3oMab dgbodemydcmmdgda go- 
dmboabob AodmygoMeogds. ayw@obGg0Mmd9 domme mMAbdnsba 39MGBo30EMg9d0 somos, Mobs (3, 
ghan doMag, Mxsg_7M8yomoab b8q3oga34yMmrde, JgmM] dbMng — sagdymgds aobodaMmdgdb. 
bs 39309 dg 8boemse@ MAbsagbyMnsba dyMeombsyemn d960 y~ouMb, myd(30, bma, dqdmb3939dG0 
030 ImdMomdb 30@{(73 Od B30MHab ensdb6mbb Imai303b (sy~oomdea. 4, 30e@g9Mdoa. 2). ©Mm9- 
B896—@9Ma I~EamdsMymdnm, JoMamdo ayoobGgaMn wognbygQdob gdemg30, Mogodo dobg dgdb- 
MHymgdemgd0 doy d(30MQ Momeagbmdom sMnsb dgdmMAgbombn. od¢oMabsas6 aobbb303960m 
od MyaQ0Mbgddo Mobesmeb njzoMagdo bo3Mogab wosd bow dob HMoea3oyemo Igmmeon. 

bLoayq@obSgo0m9 wobo3Mo3960 fobgMamns bojJoma3ggmmb 30093 gM Mga0mbdo — 
bod(369-yog30bgamdo. od dgdmb3q30dG0 bo3M93%9 Dbyxgemmds domeme fobsbyMgd0b bLoond- 
3909 dgagadmns, Mo~@ash EEL oJ 020 SMM a3bZ~@g9d0. bod(369-yo3zZ0bgma bobaMdemngo 
89MaMe@AL aobdog~mdsdon aoba3@nws 436m ANbogomyAMa BymMBnMob dmagM bga93e~9- 
Bob. od 8Mem3gbdo of AMogembdosbmdob GHMo@ayoob dmdems asbosoMmds. sbom|omeob 
A-nba3a85em0Gj8do 1933 Bomb awosbGg0Mbq dJgdbMymademgdn RoyEgMos J. Ddgqe@odgb”, 
Imag3ns6gd0m, 1961-62 Bemgddo, sbsobdsbs ws sboe3nbgdo — 39e@g9G056 Ism@Msdgb?. Gm- 
amm3 Rodbgma smbodbogb, bod(3b9g-gogebgmdo (36mdngmns od bogMoe3ab dadegao bobgm- 
Bme@gdgo0: GazboM0, MAmAJa wo godybo. J33gmg3Mab Mobsbdow, Ag_L6yM axywobS3:0Mb 
ogoMyen anroosbS3o0Mameb dq8o bosbemmgag ofgb, 30eEM] Mogyommob. ogoMye~omeb dob bo39- 
339M MHZB_IMByoMo ed, dobog9g bLoGygqdom, ,dyo3060 yregMo~mds® ssbemmggdb (IommHody, 
1981:121), OVNdI30 ofoMyAm wo AgbbyM ay~oob&3o0M{db drmMab aobbb3039d0 ao(3a~@mgd0m 
CN~Nds, 30EM) Abassbyds. Ag7LLyAM aywmobS30Mb C9~b69dd9) byAM-byMO MRoE~0 o4gb, Jobdg 
Dgbmymgdyemn MAGMA yoMO Bo gMabdoobas; JGe~mMensdo Cn~@NSs MMbSdZbSHaZOb b3g7eEMaM0 
Boma, @ns85bmbo 3306 Geb Ima3o3b (sy@omdea. 5, 6). domModabongob dabmmdgegeb dow- 
Bme@gdnsm (36md0 bod(369-Kog0bgmdo oMbgdyjemn aobbb3o3gqdqm0 bobgmdob ay@obS30mMob 
dgbob69d, MAmdAgmbo(3, gMaab bs33moe@, MMHa JoMobbo B4mbos, domasbh gman doms~™, Jammy 
Msdom bdoby ymoRams sbymdngmo (0439: 122), LodbyboMme, 9dazeMo bobgmds 433e930Mb 
39 RombgMno. 

anwoob&gamab ombygdmdnb dgbobgd gQadboMgdyemns (36mMdg9d0 omdmbo3gmgm bojomn39- 
Mmmb drodo, 39Gdme@ g3do3do. sora ImbMmdgemgydab aoe@dm39damM bLogMs3b gma w~y~@sbd}] 
bm, bmeam dgmMHgqbq gan M3omo B4mboo. dobobs damogjodob 39Moxj~@om, QdowyMHo axy@oob- 
H3oMabsMZ0b MmMbdosbmd9 woos ymoRamaym bLobsbosmm, QdoNMo bLodegmMydob dbasgboe, 
MMALSQ{byMosbo SQMeEMb YE d96om (Jo~s30d9, 1970:75). 


anwoob&gomMo, 06939, 3363~@ 900 fAggbo Jggybob Lodm3myob aomaqm, anmdqaal &ym08m- 
MHasdg sMbgdye ab®mMoaxyemo boJomaggemmb db9Mg9ddo — GHomdo, dogdgmbo ws ~mobgmdo"™. 


oe gobo Mmbgdodzgom~moab 1964 Bemob 94b3 900/309 (A(gbgmo, Loa geno dobod(3ageno), odde om ogo. 
ab. gmddo48qmMo ~obgo — bdgd0 boMbemow@ob. JoMayma bsmbyamo Aqbo3s BmbmaMegob (330~mob mog- 
35 3900C96 (2007), @ab30 6, demas Adggemoadab jgmemgd(309. Agbbgm-gZogebgmo (1933). 
12 sGa en oM ago. 
MSA MHJaombgddo sMbydyemo ayewsbS3omMob B3emggabob 39yMwebmdo a. gMo3g90d30moab 2014 beob (oboe 
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GHomdo ayeosbSgomb Ga3b”? gdobos6. HomyHa Gogob e9~e69d%9 bym-bymo MgZoe~mno. 
AmMam™H3 (30mMda~mne, Homma LodegmMs gHmbdosbos Ed of AMogZem@Mbdosbmds Jomemme 
bs 353096 Aybogob, g9Gdme aywobGgomMb JgdImMMAo (3Go390d30~@0, 2013:63). bo3%03b4 
MMbdnsbmds BMaARYIM FMMOMMYAMsO yo gMb, bBmaxgM go, IgmmeoyhHo gyoayMo30gd0b 
b9sMx bq don~Mbygo. AbH M30mgd0~@0b bdoMns 330MHs, 3306Gs, GyM300. bobsbosmme 
DIgmmea {Moa Lame 330MGBaw@ob 33068ob9, Ho(3 CGsdemamn bobam ds6mMsb FMmse@ 330M§- 
B300Go3MMeEaL yroqmo~emdsbh bomdmdbob. do6bdo (396GMoemyMa G®mbob aomMe@s, so~mgdo VII 
od Il LoaggbyMmado. Homyaho boay~@obS30M] boddgdob ydg&gbmdo mobyMb gbomgbo3900, 
Ma dIdIMb3Z930d0 Lo3dome CEn~@ns MMbsd_ZbGHogo0b b3g7@MaMa Bama, Myd39 bBmMangmao 
GHomyMa boanw@osb&HyoM) wobogMog0 bomgbomdeb ogomym bodadmby wobo3Mo39dmobo:3 
50M5369db (ox~@omdog. 7). 

do3dgado ayq@ob&3o0Mb oyemydb, aye@ob, fodmbb 06 godmb yome@gog96. HomyAMab db- 
ao3bo@, do3gdyqma ayqwob&3gomoab w~g@6960(3 LyMMBZeEmnoboas, bo3M3b9 LMyYmo ds mMMbdo- 
obo baddg9d0, Myd(30 Wo3Myendo bdaMos Logdome bobaMdemngn gMMbdasbo dmb5339m9d0(3 
(seneoomdsa. 8) gomMan BMogg0d3g0mob (36mdom, ay@obSgoMb dogdgmgd0 ws GHomgemgd0 
Msbo ML&sGHgdoba06 yororemmdgb. GHomyMa wo dogdyma Cwosbo3Ms3g9d0b msbyMmo6 bo- 
960M39(3, Jgbodemmes, LomMmge@ 9d aoMadmadam aymb aobsaMmdgdyemn. dogdgmms ao~- 
dm39dom, Joma aneosb&goMo seM] aobobbg039dqyema omboamdabs aym. 3gMdme@, sgomey- 
mab dbas3bo@ 9Mm wg@obd9 bymn, bmMerm AqmMg'bg boda M3oemo 84mbeoo (3Ms390d30~@0, 
2013:62). asdmMa3byjemo 6 sMoab, GHomyH w-d dog{dqQm ayoobG30Hb boMbyemdo 9980 
LogMam 84mbme@os ogoMym godsmbmeb, 30EM] OMMb oJgb. 

IMogzombdosbmds bobgbjo MmobyMa aywoobGgomab MasgMGayoMda3. od LogmMo3gb mo- 
bgd0 Qemydb syGme@Id96. 280 oMs JdbmEmMeE MsbmsmgZ0b, sMsdj90 HYMGmab dognb~- 
Z80L380MJMOb s@dmbogmgm beboemdn d(36m3MgJd0 Lb3go gmbmbydab wo qmbagyMa yYaygQ9- 
dabagabs3o9 @sdsbsbosmgdgemo (9300, 2015:367, amen, 2013:20). ~msb Agnymydgms 
Ag7LMyMAd9d0 Lobg7b7S MMbINSHMd9. AJZE~mMeENS aobgaMsMg{dyems B306Hob Cwnsdsdmbdo, 
Lo3dome@ wa~@ns MMbsdgZbGagob b3ge@MamMa Bago. do6o oM3 9d dgdmb3q30dG09 dg7bEj~O- 
mo, dobd9 bojoMm3agmmb wns &gddo sMbygdyqemo Lbgo@obb3o0 bobgmdnb ay@ob&3omab 
DLasgboem, dgbodemgdgemas sdmMyj30@gdg9m0 IAZEMeNYAMa bsbsbab dgbMHym|ds (sxjconmdoa. 
9). 


SdMHngs@, LofJoMmggemmdoa Eo dob bodm3Mydb aoMgm di36M3ZM_d JoMMB{gmmMs BME~3- 
mmMdo bdmg3e6o dobomoab bobam gadboMgoyemns aywobSgomab ogoMymo, Agbb4yMo, Yo- 
B06qM0, JoMamyAMa, Mogyjmo, GomyAMo, dogdymo Es modyMa bobgmdgdn. sdobmob, bm- 
aagmod Myaombab g|memyemmMdo bo3Ms30 3393 of GoyM Gme~mb mododmdb, ‘bmaeb Bo 
dob 9 dbyxgemmds, Jomemme d39m@m bogdb3ge0(30m Doboemgdbq WoyM@bmdnm a3nbegd>o. 

otomMamas bommbyM AybogosmyAM yroodo godmbb wmgde~@g dbod369e~m3960 s@ancmo 
“ygaMe3b. Mgaombdo sbMymy|dg6, Mmamm3 mM-, obg bedbdosb wobo3Mo39db. dgd¢odmb995- 
dab wWd_gGgbrdo bogMegb M30 odbo~@ ab, Bnbss9MMmoasb6 Agbbo3gemoama FBMosewai30%y~mo 
djgmmeom. 

ogoMabsae6 asbbb3039d0m JoMmedn ayoobS3omab HMo@a309 MobeEosmsb Cogaby dob 
Jdm930, Mogodo bo3Mo039 dagdLMy~mgde~mqd0 CEL di30M] Meme gbmdom oMasb dadmmMAg- 
Bamba. Modyqema aywoob&goMab sagdyemgds Oo MAIFMABWoMO aobodaMMdgdb dobb9 mMmbdo- 


obsb69d0 dros Mybooggmoab gamgb6yem0 bodgq(3bagMm gQmbeoob s4Jo3do), 06939, 80899 ammeob 1968 bemob 
Robsbgmgoab (oboe absb9d0 d3b-do). 


Lsdomonggeamdo 8030 gomegd9 (363Mab, mbab ob bomb Gyogab gymgqeb, Mmdgmaz aodmaygbgdo m3obab 
96 oMyob Robobbdgmoe@ (Bodmdoge, 1986:419). 
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obo @obsj3Mo3g9d0b sMmbydmdob. 

bod (369-go030bgmdo OEM aywobSg0Mby] o~moM 39396, aobymo boyg3ybob 30-096 wo 
60-096 Bemgddo fobyMom badydgddo IMogombdnsbmds 9M RadboMe@ 0. 

GHomda, dogdgnmbs es mosdgando, 3mgomyMo Iybogabsae6 aobbb3039d0m, IMogoemb- 
dosbmds aywmob&3o0mMab MasdgMAwyoMdos dgdmMHhgboen. MmamM3 GHomyMa, aby dogdqmo 
anoob&3oMa sdymo3bgdb bomgbomdsb, gHmn doMang, modbyMH Hyemndosb, Igmmy doMog, 
ogoMmym dodmboob. (36md0, dogdyma ayoobS3amob ogoMymo godmbob sbo~mmaoymo a9- 
dqemgdob dgbobgd, bombyendo doboob qamm 498) boobemms3gdy qbeo IgAGy39~mge@gb. 

mobdsyMho oymyda bogdome dbod3b9e~mm306 se@gomb 03039db C~mgd@9 od Mga0mbab 
RQBMmgemmMdo. bo3Mogb mobo Mb8oGJd0 sdbo~@ 7d96. Bombs es dogdgmab shoommanyMog, 
IMozoembdosbmds ofo(3 Lobg bao. 

bodoMms3gemmdoa @o dab bodmg3gmgob aomygm oMbydym Joma ab&mMaym dbomM|9ddGo0 
go dbomgdyjemo aywobSgomob bobgmdgdob 33m g30b dgw@gac@ 033930, md sd bo3M03°b9 
IMsgZ30embdos6 badydgdb 73M9396 oMs domme of, Low@o(3 3MjZoE~myMHa BMEagmbass dgb- 
SMA Idem (odoMs, Gods, JoMGmemna), 9M599@ ofo(3, Lo~ws(3 IH530~ bdsdo smoM J~gmMosb 
(Rom, dogdgmo, mobgon0). asdmbo3cmabo domeme bod36j-go356gm00 — of RobgGom~ bo- 
aqeoob&3oM)] badydgddo dmhogoembdnsbmds smoM RodbaMe@ ges 339 aobymo bowyybob 30- 
096 bemgdda. ay@ob&3goMab Mg3g9MByjoMbs wo JgbMymgdob mogabgd4yMq0g90b, dgbodsdobo 
Agaombgdab GHMoeai3ayjmo Anbogab bsg 30g030 agobbsdm3Mo3b. Lbgo@sbb30 34ym84Mmob 
As@o33gnmab s~@ganmy|ddyg — bod(369-yog0bgmdo, Bomdo, dogdgmdo, mobgmbs wo, bobo- 
MMdM3, sgfoModn(3, AY@oLS3ZaMabomgab CEodobsbosm|dgmo smdmbo3gmyMho My8gMSxyVoMo, 
dabagob SHodsyMo sMBo37yeH9(300M, OOH IMZqrMBQMyema 8Amr3gbgdob B3omb oGoMm|db wo 
MMH aBobbb3039d4emo AyboZo~myMhn sbMmgZbgdab YAaoagMomagszmgbob dae gano. 
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TEONA RUKHADZE 
(GEORGIA) 


GUDASTVIRI IN THE TRADITIONAL MUSIC OF GEORGIANS 
LIVING IN GEORGIA AND BEYOND ITS BORDERS 
(POLYPHONY AND OTHER PECULIARITIES OF PERFORMANCE) 


Gudastviri (bagpipe) is a wind instrument present in many countries of the world. It has quite a 
large area of spread’. There is known the Kartlian, Rachan, Pshavian, Meskhetian, Javakh and Ajar- 
ian varieties of this musical instrument (Chijavadze, 2009:16). Gudastviri can be found in the Geor- 
gian historical regions/provinces, now being the territories of Turkey: Lazica, Shavsheti and Tao. 

Among the wind instruments widespread in Georgia, gudastviri's structure is one of the most 
complicated. Its principal parts are: saberavi, guda (bag), stviri (pipe; and in stviri's corpse there 
are included dedanis and lertsamis (reeds)), and karakhsi. The number of the bids/eyes made on the 
dedanis stviri are different in various Georgian musical dialects. Apart from the structure, gudastvi- 
ri's and its constituent parts' names also differ in various regions/provinces of Georgia. The musical 
instrument is described in details in the Georgian scientific literature (Javakhishvili, 1038:185-197; 
Araqishvili, 1950:48-54; Mskhaladze, 1969:16-22; Chijavadze, 2009:16-19, 80-82). 

In the modern life of the above-listed regions of Georgia, tradition of gudastviri is not pre- 
served to the same extent. This musical instrument plays an important role in some of the regions 
up till today, and in some others it 1s sunk into oblivion. 

Among the types of gudastviri existing in Georgia nowadays, Ayjarian chiboni occupies of the 
most outstanding places. In this region there can also occur as the names of this musical instrument: 
chiponi/chimoni. Chiboni has 5 holes on one dedani of the stviri, and 3 holes on the other. Analog- 
ically to the voices of the Georgian folk songs, the first dedani is nicknamed 'mtkmeli,' sometimes 
'qivani,' and the second, 'bani' (bass). Chiboni's diapason is the great sixth, though, due to special 
techniques of playing, it is possible to make a seventh sound on it, too (Rukhadze, 2015:345). On 
the musical instrument there are mostly taken the biphonic verticals, though sometimes triphonies 
also occur. Out of the intervals, the fourth, fifth and third are frequently occurring, and the occur- 
rences of forth-fifth accord is not infrequent, too. There is present the fifth parallelism between the 
marginal voices. It is remarkable that the chiboni bass does not represent just a two-step bourdon. 
Its movement area, which includes the fourth, creates the opportunity for the performance of the 
independent melodious sketch. On the chiboni there is performed mainly the dancing music. Ac- 
cordingly, this instrument is often accompanied with the drum, too. 

The first sound records of Ajarian chiboni belong to Shalva Mshvelidze and are dated by 
1931?. The tunes are performed by Edehem Surmanidze, nicknamed as Kochakhela, resident of the 
village Kvatia of Khulo region. He got recorded after three years by Alexandre Partskhaladze, too’. 


http://www.britannica.com/art/bagpipe 


*See the compact disc "Sounds from the Past." Georgian folk music from wax rollers of the phonograph. Disk 5, 
Alexandre Partskhaladze's collection. Ajara (1931). 


See I compact disc "Sounds from the Past." Georgian folk music from wax rollers of the phonograph. Disk 11, Alex- 
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Surmanidze's repertoire consists of multiple and diverse tunes. It includes samples of the Geor- 
gian origin as well as those of the Eastern descent. The performer uses different techniques while 
interpreting two distinct musical languages. In certain cases there resound the ornamental Eastern 
samples on the instrument, and sometimes, much simpler, traditional aboriginal samples. The tunes 
are polyphonic in both cases; more often, biphonic (audio ex. 1, 2). 

Just like Kochakhela, one more chiboni player of this region, Vasil Iremadze, resident of the 
village Dandalo of Keda region, stands out by his improvisational and creative abilities. Tunes 
performed by him are recorded in 1967 by Yvette Grimaud and Grigol Chkhikvadze,‘also in 90s by 
Malkhaz Erkvania and Levan Veshapidze?. In order to achieve triphonic sounding, Iremadze max- 
imally utilizes the technical possibilities of the musical instrument. His performing manner stands 
out, above all, by this feature (video ex. 1). The influence of the style of Iremadze's play is evidently 
felt on the chiboni players who perform nowadays in Ajara, recorded by myself in 2013 and 2014°. 

It is remarkable that V. Iremadze turned chiboni into a certain subject of experiment. The mas- 
ter has added to the instrument the third, one-eyed dedani and created a so called triphonic chiboni. 
Yet, such type of the musical instrument did not find its place in performance practice. Evidently, it 
has not been successful in the competition with the traditional chiboni, which can be triphonic even 
without the addition of the third dedani. 

Chiboni repertoire is fixed in the folklore of Ajarians displaced to Turkey, too. In the village 
Hairie in 1965, Ahmed Ozgan Melashvili’ recorded the samples, which represent actually the bi- 
phonic variants of the tunes recorded in various municipalities of Ajara® (audio ex. 3). Hairie is 
mainly the village of Muhajirs displaced from Machakhela valley (Gold, 1972:1). It is characteristic 
that biphony is typical for this village as well as for the polyphonic performance of Machakhela 
valley itself. It is remarkable that today there are no gudastviri performers in Hairie. According to 
Nino Razmadze's information, who has implemented field research in this region in 2015’, the local 
population remembers gudastviri and feels a sort of nostalgia for it: they hold in their hands a pillow 
instead of the musical instrument and try to imitate the sounds of chiboni by their mouth. 

Gudastviri is also attested in Racha and in Kartli. The scientific literature has some data about 
famous stviri players of these regions’®. It is widely accepted that, apart from gudastviri, this mu- 
sical instrument is nicknamed also shtviri and sazandari in Racha. As the names of the dedanis, 
analogically to the vocal music, here, too, we have the terms: 'mtkmelt' and 'bani' (bass). As distinct 
from the Ajarian chiboni, the Rachan and Kartlian gudastviri has six holes on the dedani of the 
'mtkmeli' voice, and three holes on the bass one. Accordingly, its diapason is larger and includes 
the small septima (seventh). Gudastviri exceeds chiboni by the size of its stviri part, too. It is distin- 


andre Partskhaladze's collection. Ajara (1933). 


“The audio-materials are kept in the Archive of the Laboratory of Georgian Folk Musical Art at Tbilisi State Conser- 
vatoire. 


>The Video-materials are kept in the Archive of Folklore State Center of Georgia. 


See I expedition to Keda municipality (Rukhadze, 2013); Archive of the Laboratory of Folk Musical Art, Tbilisi State 
Conservatoire; Expedition to Ajara (Rukhadze, 2014), Archive of Folklore State Center of Georgia. 


7 Ahmed Ozkan Melashvili (1922-1980), the Georgian public figure in Turkey. 
SThe materials are kept in the International Center for the Research of Traditional Polyphony, Tbilisi State Conservatoire. 
"The expedition materials are preserved in the International Research Center for Traditional Polyphony. 


l0see Tsanava, Apolon (1953). Georgian stviri players’ poetry. Tbilisi: Khelovneba (Art Publishers) 
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guished from chiboni not only by this parameter, but also lower register, specific timber and reper- 
toire, too. In Racha, this musical instrument frequently makes accompaniment not so to dances, but 
to the songs. In Kartli, there can be found the proper gudastviri melodies, too''. Despite increased 
diapason, in view of polyphony, the possibilities of Rachan and Kartlian gudastviris are inferior to 
chibont's. On the gudastviri, there can be taken only double-voice verticals, which is conditioned, 
on one hand, by the specificity of the repertoire, and, on the other hand, by the structure of the 
instrument. On the musical instrument there is resounding mostly the bourdonic bass, though in 
certain cases it moves, too, and integrates the fourth diapason in itself (audio ex. 4, video ex. 2). As 
of the modern state of matters, gudastviri falls into oblivion in Kartli. In Racha there remain very 
few performers on it. In Ajara, as distinct from these regions, the traditional method of manufacture 
of this musical instrument is getting lost, too. 

Gudastviri tunes are recorded in one more region of Georgia, namely, in Samtskhe-Javakhett. 
In this case, it is possible to discuss the musical instrument only based on the records, as it does 
not occur there anymore today. Samtskhe-Javakheti is the region which was exposed to a strong 
influence of foreign musical culture during prolonged periods of time. This process has caused ces- 
sation of the tradition of polyphony in this region. Gudastviri players of Akhalkalaki municipality 
were recorded in 1933 by Sh. Mshvelidze'’’, and later, in 1961-62, by Valerian Maghradze’’. As 
the author of the recording remarks, this musical instrument is known in Samtskhe-Javakheti with 
the following names: Tikzari, Tulumi and Chimuni. According to the researcher, the Meskhetian 
gudastviri has more resemblances with the Ajarian gudastviri than with the Rachan one. Its prox- 
imity with the Ajarian analogue is conditioned by the dancing repertoire and, by the investigator's 
own words, "the whooping sounding" (Maghradze, 1981:121), though the differences between the 
Ajarian and Meskhetian gudastviris are much more numerous than similarities. The Meskhetian gu- 
dastviri has five eyes on each dedanis, and the repertoire performed on it is monophonic; the share 
of ornamental part is greater in melodies, the diapason involves the fifth (audio ex 5, 6). Maghradze 
was informed about the presence of a different type of gudastviri in Samtskhe-Javakheti, which 
presumably had two karakhses instead of one, one of them being tuned to the higher pitch, and the 
other, to the lower (ibid:122). Unfortunately, the researcher was not able to record such a type of 
the musical instrument in question. 

There are registered the data about the presence of gudastviri in the mountainous regions of 
the Eastern Georgia, namely, in Pshavi. According to the story of the local narrators, the instrument 
had five eyes on one dedani, and just one, on the other. With the opinion of Manana Shilakadze, 
biphony should have been characteristic of the Pshavian gudastviri, just like the Pshavian songs, 
with a two-step bourdonic bass (Shilakadze, 1970:75). 

Gudastviri can also be found beyond the borders of our country, in regions of the historical 
Georgia, in Tao, Shavsheti and Lazica which now constitute a part of Turkish territory". 


'lSee Kakhi Rosebashvili's expedition of 1964 (Mtskheta, village Misaktsieli), KD.033, EF. 161. 300. 033, 993. 161. 
Archive of the Laboratory of Georgian Folk Musical Art, Tbilisi State Conservatoire. 


See I compact disc "Sounds from the Past." Georgian folk music from wax rollers of the phonograph (2007). Disk 
6, Shalva Mshvelidze's collection. Meskheti-Javakheti (1933). 


'SThe materials are kept in the Archive of the Laboratory of Georgian Folk Musical Art, Tbilisi State Conservatoire. 


'4puring the research of gudastviri, I rely upon the records made by G. Kraveishvili in 2014 as well as upon the 
records made by Peter Gold in 1968. 
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Gudastviri is called tiki’? in Tao. There are five eyes on each dedani of the Taoian tiki. As 
it is known, the Taoian songs are monophponic and here the polyphony is preserved only in the 
instrumental music, namely, in the repertoire of the gudastviri (Kraveishvili, 2013:63). Biphony is 
sounding sometimes simultaneously, and sometimes it is achieved as a result of the melodic figura- 
tions. Out of the intervals, the fourth, fifth and third intervals are frequent. The melodious step from 
the fourth to the fifth is characteristic, which creates the sounding of a quart-quint-accord together 
with bass, in a dismantled form. Apart from the central tone in bass part, there are taken the 7" and 
2™ steps. The majority of Taoian gudastviri samples appear to be relatives with Laz ones, and in 
certain cases the share of ornamental music is quite large, too. Yet, some of the Taoian gudastviri 
tunes reveal more similarities with the Ajarian chiboni tunes, too (audio ex. 7). 

Gudastviri is called tulumi, guda, chiboni or chibo in Shavsheti. Just like Taoian, the dedanis 
of Shavshetian gudastviris are also five-eyed. On this instrument there are usually performed bi- 
phonic samples, yet, quite long monophonic intervals are common, too (audio ex. 8). According to 
Giorgi Kraveishvili's information, gudastviri are usually bought by Shavshetians and Taoians from 
Laz masters. The proximity of Taoian and Shavshetian tunes with Laz ones is possibly caused by 
these very circumstances. According to the narration of Shavshetians, their gudastviri had a differ- 
ent structure in earlier days. Namely, just like the Ajarian gudastviri, it had five eyes on one dedani, 
and three, on the other (Kraveishvili, 2013:62). It is not ruled out that Taoian and Shavshetian gu- 
dastviri had more features in common with the Ajarian chiboni in the past, than it has today. 

Polyphony is present in the repertoire of Laz gudastviri, too. This musical instrument was 
called tulumi by the Lazs. It is characteristic not just for the Laz people, but also for other ethnic 
groups residing in the Eastern part of the Turkish Blackseaside (Akat, 2015:367, Gold, 2013:20). In 
Laz tulumi players' performance biphony is present. The melodies are being developed in the dia- 
pason of the fifth, and the share of ornamental decorations is quite large. Bass 1s not limited in this 
case, too, on it, just like the other various kinds of gudastviris present in Georgian musical dialects, 
is possible to perform an independent melodic sketch (audio ex. 9). 

Thus, in the folklore of the Georgians living in Georgia and beyond its borders, there is regis- 
tered the Ajarian, Meskhetian, Javakh, Kartlian, Rachan, Taoian, Shavshetian and Laz varieties of 
gudastviri in the form of audio materials. At the same time, in the folklore of some of these regions 
this musical instrument still plays an active role, and in the other regions we have to discuss its use 
only based on the old expedition materials. 

Chiboni still occupies an important place in the folk musical life of Ajarians. In the region 
there are performed both two and three-part tunes. Most of the chiboni players manufacture their 
musical instrument themselves, according to the traditional method, learned from their ancestors. 

As distinct from Ajara, in Kartli the tradition of gudastviri gets into oblivion gradually. Now- 
adays there is a left a very small number of performers using this musical instrument in Racha. The 
structure and repertoire of the Rachan gudastviri allows the presence of its biphonic tunes. 

Gudastviri is not played in modern Saktskhe-Javakheti, what about the samples recorded in 
30s and 60s of the previous century, there is no polyphony registered. 

In Tao, Shavsheti and Lazica, as distinct from the vocal music, polyphony still persists in the 
repertoire of gudastviri. Both Taoian and Shavshetian gudastviris reveal kinship, on one hand, with 
the Laz tulumi, and, on the other hand, with Ajarian chiboni. The information that the Shavshetian 
gudastviri has the structure which 1s analogical to the Ajarian chiboni, must be telling the story of 
their closer kinship in the past. 


Gudastviri in the Traditional Music of Georgians Living in Georgia and 
Beyond its Borders (Polyphony and Other Peculiarities of Performance) 553 


The Laz tulumi occupies quite an important place in the folklore of this region up till today. 
This musical instrument is manufactured by Laz masters. Analogically to Tao and Shavsheti, po- 
lyphony 1s present here, too. 

Possibilities of gudastviri as of a polyphonic musical instrument, proceed mainly from the 
tradition of vocal polyphony of the corresponding regions. Exactly the tradition of vocal polyphony 
must be causing different structures and different repertoires of gudastviri in various regions. 

Research of the varieties of gudastviri documented in the historic regions of Georgia both in 
Georgia and beyond its borders reveals that the polyphonic samples are played on this instrument 
not only there, where the vocal polyphony is preserved (Ajara, Racha, Kartli), but also in those re- 
gions where the inhabitants do not sing in many voices any more (Tao, Shavsheti, Lazica). The only 
exception is Samtskhe-Javakheti: in gudastviri samples recorded here polyphony is not documented 
already since the 30s of the last century. Repertoire and peculiarities of performance of gudastviri 
are determined by the specifics of the traditional music of corresponding regions. At the spots of 
intersection of various cultures, in Samtskhe-Javakheti, Tao, Shavsheti, Lazica and, partially, in 
Ajara, it was characteristic an Eastern repertoire for gudastviri, which, with its typical articulation, 
reveals the traces of intercultural processes and seems to be the result of the mutual influences of 
two different types of musical thinking. 


Translated by Mikheil Gelashvili 


Audio exsamples 


1. Kurtbari. Echoes From the Past. Georgian Folk Music from Phonograph Wax Cylinders (2007). 
Shalva Mshvelidze's Collection. Achara (1931). Disc 5, #32. 


2. Chibonze dasakravi (instrumental piece for chiboni). Recording was provided by Levan Veshapidze. 
it was digitized from old disk. recorder and recording date is unknown. 


3. Qolsama. Recordet by Ahmed Oscan Melashvili, 1965. IRCTP 
4. Berikuli. Recordet by Kakhi Rosebashvili, 1964. exspedition tape 033-16. AGFML 


5. Perkhuli (Ver-Veri). Echoes From the Past. Georgian Folk Music from Phonograph Wax Cylinders 
(2007). Shalva Mshvelidze's Collection. Meskher-Javakheti (1933). Disc 6, #34 


6. Tulumze dasakravi (instrumental piece for tu/umi). Recordet by Valerian Maghradze, 1961-1962. AGFML 
7. Mamakatsebis perkhuli. Recordet by Giorgi Kraveishvili, 2014. SRNSF 
8. Dartulai. Recordet by Giorgi Kraveishvili, 2014. SRNSF 


9. Tulumze dasakravi (instrumental piece for tu/umi). Recordet by Piter Gold, 1968. IRCTP 
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Video exsamples 
1. Gandagana. Recordet by Malkhaz Erkvanidze and Levan Veshapidze, 2000. ASFCG 
2. Mestviruli. https://www.youtube.com/watch?v=faYO—worE-A 
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MHNISHLL LS L3065 
(SAA) 


LOdMNIb9 ,,LoIGNMNL* 30HdIIM: ZOSONIAMN boOSbIM! o6Lodd3SIMN LOILIMNL 
SQMIILN f96960MISNL ZOMIAMENTGOGNNL 1ISBNLISIMISISN (1904-14) 


Babsde@jdomM 7 «dmbbybgdedo asbbomymns 8mmagmboayMa s~@odGHo(300b cwodog@ob- 
HAM{d9m0 dmbo(3999d0 Bogeay\Ma bLadegmoab Bmanghma wyow@Myab (36mdo~m BmdgM(30%~ 
BobsbyMgddo, Mmdgema(3 aBoggmes 1904 ws 1914 Begdb dmmob s9momedo. of dgbyemos 
soZadmMMdMaga Ayba3zmbydob, 9.6. GMydoeyMydoab sbboddmydob 0689%8M]Go0(30960, md- 
(96073 MZ0MMbH 69396 LogyMoeM Mogb o3mddsebaMgdob. domo, MMaMM(3 ,,QMow@a(3axymo 
8MemagQmbaob“ Badydob aobboemgs 89HQAMMdsGoymmedab! 8MnbBdsdo, Lsdysemgdsb ade~mg|go 
asodyqm smbadbyyemn Aygbagab asb3nmoMgdob dbod3bgemg3oba, doamsd bdams@ bo3mgdoe@ 
asdmg3gmgbammo ob89480. bobosde@gdom  dfmdoab, Mmamm(3 E9dMy30~@gdgm0 8HM|d Hob 380%- 
39m0 g%od0b, dobvoboo: 1. Bog0aqMa bosbbodd~mm badegmab ab&mMMaymo 3mbS\JLGob 
AgLE3ms5, MmamM350 OEM{yVIFGGoM|dyemo fobsbyMdo, 2. 09 Adbnd3Zgbgemmgobo Mgabgdgdo0b 
asbbodbm3ms, M3 aodmoMhg3b dob wobo3~mnMa HMoe@n3ngd0ba06, boo~@sbs3 ab bodm- 
commdal (39Mdmo, geobo34yM Eo 8Md8yQmoMy~ Aybogobmsb sb~mb Aymao 38HdmMbos), 3. 
Logymmng ARobobyMgdob gmbG aJbSdo dgbbogemo, MmammM3 bodgdbMymgdmm 8Mo48o30b 
OMRNIFEHoMAZdqeEm0 Bqhamenbs Eos, Mog0b dbMn3, 4. dgJ~@amdon dgbbo3@mo odobo, my 
Ms aozm@mgbob sbegbb smbodbymoa dabMymgdgd0 wsbogmyAMa 3mdiqmoMymo bode mab 
d9de@aMd asb3amsM 700b9 (Kanahele and Berger, 2012)?. 60djd960 CoMdms~@ag6y6 Jomemme 
Bsbaemb bamdobsb63emdo RobsbyMgdab BysMmgdob 09 d(30%] MomeEgbmdn~@sb, Mmdgmms 
demdogds3_ dg3dgema: sdomasb, 30dM3339m9 ob L8g3oga34yMo badydgdn, M3 Loygqamgbre@ 
BoMdmohgbb Agdmgab dbadgbygmmgz06 3maGgMoydgdb. Mammg|yema domasba boMImMse@agbb 
MMHagnbsemryMo smobhosbo (20 bd) wnsdg8Mob weoab3gdob 3mdgm304C sberb: 30bsa@sb 
abobo bohdsmob (78 rpm) L&obwmsMGob jd5d@99 Jx4db0m~0, Bg 06 Msgn~@0b |s~@s3093969 
Aobsb9M9d0, sbes bdoyMob embabs wo bohjomob 3mMq48omMgd0b dobbom, 3930399 oM- 
Ladqemgdab Gq@548oM]d9, Moms Jad{GeM YRMM BybGBo dagMo ES IzoQam yoEogMo~mds. 


Aba gsemyM-abBmMayenn 3mbSyJb Go 

85300b AygbagomyMa Bombyemoaboe@do, MmMamMH3 ab&mMoymo oo [3ymByAyemo I9d- 
B30EM]Mdanbs@do, ObG® MgbLob doybg~@s30@, Job Aybozedo 3gmgoe~myMHo BoMImbooodb ob- 
894 GJd0 0d a6GHgbbL0y7M aoMe@odozom 3g9Momedn I33gmMmg38M gdb yyMo~@m|dob da~@dse MAgd»o. 
990 8md dabo dgIMBobs HHoseai30yemo 8mmngQmboab one wobyybosda, doybj~@o30@ odobs, 
Md YIM 30-93 LoaAMdbmdmosea Edgzo3dOMgdyene sbo3g~m ymob Imeagqmydm0b6, dgd~@amdo 
B3Eg930b mmangyM abso a3gh3gbgdo0. gMm-ghMmn aodmb3g300 oMbygdyemn bodgq(3bng9Mm 
(m0(39 bdomse 89G0Q 9M) 36H ILO dob QoMamydb da~wdo dydomdo: dodab, MMe@9- 


Zo megmmMdogorjenmdo SMab 3639/3098, MMI~mab Mobsbdo~ aw@g68mde doombggZo aoM3gg4m0 389MQ_Mm- 
dobbydom wo bab of qbLbMgdb Mog0@ 9d J4dg~m@g69db (90). 

*G.S. Kanahele and J. Berger, Hawaiian Music and Musicians: An Encyclopedic History (Honolulu; Mutual Pub- 
lishing, 2012), 29-31. s@bodbyy~mn fobsbgMgd0b dbad3gbgemdob smoasMgdsbasb gMmse@, RobsbyMo ,odgM03%7- 
mo dgbago” B@A@osb Bog00qMo Aybogab aogmybob AMeEamMmodgMogq{@m ImdsymoMy~m Aygbo30b9 dom~mme 
853009HO goGHoMob gogmgbob mgo~mbodMabam: dmd@g36mM 8g9MaMe Jddo HHxydsoyMygdob odzoMs b3cmomo 
BM goa BoMImbagddo of(3 30 S@abadbyd». 
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bo(3_ 3960 330930 dmage3b gmoabodg@ GHoSoMob dagM asdmyme@ama BogoayMHo Aybogab 
AL®MMaab dgn@o 89Mome@En@sb MMbL (39MdmMe 1873-99 66. ~s 1900-15 66.), ob, ob939, 
dbad369mmM3b69e@ Imabdmdb bLadegmgdb, Hmdengda3 AmdA~absMyMdb 8oM3ZgqEmo0 8g7MaMeEN~@Sb 
(1820-1873) (Tatar, 1982). Maem Moe, 5% Agazadmos yBOHMdMO Cd3q4yMebMa 3e@mobog03- 
9(300b (2m9d@9 domnsb mogabyqQmoe@ Mmdee aoagoyoo) dd 330EM dye Ir~ogmb, Moms 
ao30aMa gb dMogombdosbo 3gmgomyMHa dobMyemgdgdo0. 0d 39Mb394Go30@06 dbnd3bgemm- 
35608, MMI dg ams30bmdm gAg¢30b 439d Wogo0ygbmam Dobo~oab sbogomyMo aosb3gameMgda0b 
8MMIQMbayMa Lahay7@m|g7d0 89MQAMMISGHaVmmMdoab 3mMb3993(300b aodmygbgdom, 3absa~@sb 
BoZ30aNMa Aybazab bdoMse 0d8MMZ0bg7d4yEm0 dSybgd0 ‘Bmangha bLadegmodo boMdAMAgbo@mos 
L8mbGobyMmmd0b boMabbab 30mMaMgd0b bobam, Ma(3 dob QEmmy3mmmMnbgd909 IAGy3g9e~mg0b. 
Z2NKsN@S6 BogZ0aNMa Aybogab Lbgs~@obb30 G®Mo@a309 Ed yobMyd0, 0d Mgo~mbob%Mabom, bdo- 
Moo danboSygabs@os smbygMamna ammodoemayMoa GyMdabgdam ,b&omo" 96 ,3Md3Mba(30960", 
semana RobsbgMgdob 89MeaMMIsGoyem ob3894G9dd9 WoyydbgdyE 33—~Mg30b wow Jbod- 
369mmdo gbn¢qdo adob bLohggbgdmoe@, my MmamM dgndemgdo obobsgagb dom dgbMymgdo- 
do OmangMan AgIMAIgG~e@ GdNMO 9b CWnZqGMAIZS Verma LAo~mMa Ay~odagMds symJbGo3~4yM, 
L38mb8ob4yH s~egammdMng aowgbSmdob. AobsbyMgddo amAb&MoMgdyen00, my Mmamm 
dgndemgd0, gm dbMn3g, Ayba3ze agoe3g@gb QMMdomyAM abbS|My4(309db, dodob, Mme gbs3, 
06939, dom gomMam|db br3amea@gds ws daoyomamgdb somaya ogsoy\Ma 8MmagmboyMo 
89Moe@ogdab sMbydmdo009. 

AL®MMaymse@ 8oge0d — dodob, Amegbs3 a33g96ba@s wWoagomAMa ~s bdob~Gs sdmMo- 
BIO Jer Agbogoe‘gm gg~BgGom, boec.g Jg~omms Agerg (Lodegms), Sgmo ((gg3g) we 
dabo d3gemgbo boMmbymabmgab wodobsboomgdgmo0 a~wamambsymoa bo3Mo39d0b IMo30~- 
aZ0MMds — BMZ0EmyAMO Aybogab gMmBZzbymn Mgdg_MAyoMo aobogameMs Mogo0b 8gmbHj3r- 
mmbosemM 39Mame@da, M973 AMaZo038b Bmoboa34M 80HdMbngd%9 Lodegmeb. Img@mg~e@ Mmd 
BM 430M, Bog00b BabsMggmmmboo~myMo (9 &6omose IMEMeoNH0) bobodmgmm jgym&qmo 
dyab39 asbes BmemogmbayMo BodIbmMeoob (himeni) DgIMbL3mobasb 9Mms@, MMdg7ma(3 J9d- 
MAMML OS SOZNMMdMngZgZdaLMZOb sEMsdGHoM|d9 BoygqQmgh sdgMagZgemdse DobombgMgdd~d. 
1893 Bemobagob, odd-d 8o390d0 Wssdbm AmbsM os, Mams(3 ESbhMHymes 43gybob bey3gqmgb-y- 
moa sMbgdmde Ed bobgmdbagab LeoGybob drmbm3bs, Mnymds goba3qMdo sbodo~mo(3090 
bgema dabym 3ybdyemgdob bdm306 aomgdm'dg9 aogmgbgdob smmMagob. 

Robgmama Mg3gMHyQoMab JbodZ6gemmg30bn bsbo~ma Imd~nbsMymdb bysMmeosb, Mmdg- 
Cma(3._ MBM 9YyM 49-19 boygZyVbab Ayo wo dme~mmM 8g9Mameabago0b — d9x%95 C930 
gomogoaob (1836-91), e7eEmaRs~@ Momoaymyomobob (1838 -1917) wes bsd9Q3—m meobob 693- 
Mgdabo wos CowaZoMmg3bygd0b — ob Lb63qQdab — ymd3mba(30940, dbL8aMAM|dyQE~Ma odgMagZEdO 
306MM aobemosagdab BoMmdmbanb L&oamdo bodegmob gobgameMadamse Es AgbgALAMgmg|da0b 
bob(3g6m gobmob ao3gMmi3gmgdam. ababo gR3ydbgdmMeEs b&9R96 Qmb&yMabs ws Lbgome d39- 
mo bodbmgqmab ,3mobGo300b LbLodmgmygdob" (sdgMo030b Lodmgome dm mdsde@9) BoMIMbONEH 
MS JMIBMbaZA_M IgA GyM LAM4yHyMg7db, GmAgmms Loma bdohse@ dodo3gb bmb&om- 
anob sbobobob gmsbSo(3agd0b dgbob9d, x9 30~g3 Mmd oeByQMAdbgd9 3535000°. gb agoobo, 
Lon3bob dys 89Momedb boembyMo bLodmgMob (‘parlor song!) 347~m&yHo Ima(393e@9 d9e- 
Z25HMb, QMobaM dob, sgmddosbgdgbHbo CEs BoMImbay wo QmMdsmyM LAM4y8yMob 
3080480960 LoyMMGB 806m dobogmam, Loemm bdob wes axjbeob 6 ,MgQMg6b", Mmdge0(3 


eaGaba wad bbob bob dgnJdbo, dgGbomoe, odd-b a6 8 Mgbgd0@0b6 godmd~nbsM9, Modo(3 d9e~mg|39 aBodmob3no 
gqjodymoab bobgmdbagmb wodbmds: sdgMa3yma0 3mmmbosmo0bdo abgm039 dmagha smdmhbes, Mmamm3 


IgbagomaAMa, MamMagayMa Cd JIMbMdagyMa gQoJGmMo. 


Lodmabg ,boygamob" asMmdgdm: BogeaqMo obbodd~mymo bodmegmab 
seEM| yma RobsbgMgd0b BMIMbObs300b MogabgdyMHqEdgd0 (1904-14) 561 


Bob 9Mam@m0 ayo SATB-ob* (Joa%od de facto 450539(39) 339M GB Gobmgobl’. wes 8oGo0Jom, 693- 
Ha LodmgMes, 3.QMM doMBogz0 LAMY qyMobs, MmdAgma(3 AmdA~aboMymde@s bobsH)3mcCmm- 
boyMmo 89mMomeob Mele Hula-b HMo@az3an@sb, s@Zamose soodHoM@ od QmMdsmynM Bom- 
Imbaym LAM yAI®yMobmsb wo MAsIgMByoMob Cow bobo~mb Dgs@aq6wo. ImemogmboayMo 
Lodmgmab ybogomymo mogabgdqMQd9d0 goMdos@ss 49-20 boyzybob Cwobobyabdo Bog00b 
Bjbd40M 9309 AobgMa~@ AM530~MRIMM3Z06 Aybo3odo. 


hobsbyMgdn 

@oboebyabdo, Bog009ma Aynbo3gmbygdob eobdo, MMIgema(3 bob BMoebi3abgmb 1899 Bomb 
J6309 geoabmbob gmbmaMmogab 3mddsobnedo (3a~mab~eMy|dby fhobgmoab dobbam, dJo~ome@by6 
magmosd bedg/ geabo (1874-7) MS Ryo 8930, MMAgmMMo|96 39M(3 JMaO aosbes (36md0- 
co (Kanahele and Berger, 2012; 132-133)°. doybgjmo30@ aob(3bo~@gdabe odob dobob9d, md 
d99@930 dDbadZzbgmmg0bn AobsbgMgdns bod9Q3M Bogoag9m0 GBHMyAdoeyMadoabs sdgMag~yemo 
QMbmMaMsgob gmddsbanabasgob (gsdmae 1905 dsm &do) (Andersen and Rockwell, 1996; 1)’, 
gb, dgbodems, bob qbbM 7de@o0 3048mM Hrmyobgob gmddsoboob dogm 1904 6. a3gemobdo 
aoggmgonm ARobsbyMgdb® 54 wobobgemadab bos, GmIgma3 RonbgMs BmoEMeErnemndo ws, 
Sda30M0@, Jgbodemms, 80H39~m0 oYyM B~ybdyV~mg9ddq?, MZoeEdabs(39d0e@ godmsMAg3b Ellis 
Brothers Glee Club-b, Gmdgem0(3 HoMdmo~@agbas 80mb{MH 3mzomyMH/obbLAMyAdIj7bG yO 330- 
BIBL’ — Job bamIdrZ56ge@md@o 4. b. gemobo, Lo~mob&o oym yb 4. geabo (1877 -1914). 
ab Bomdmoshgbb mo3dMyj~@o0d63930 Momegbmdnb bLadegmob God8gdb, qI_8 gbmde dma303b 
aMgZo~myMHa BoMdMbadgdabs wo 8mMEmogmboaob BmangMa GHadsb, 3mjgoemyM somdmbagdome 
Ms AMsgoe~mbdnsbmd0mM, Mo(3 Jaymamgdb bL&omg|d09, Mmd~mg]d0(3, MaM|mbos, 0M39396 
BIIMoObadb ym 43973M BGMaMENE Bmobagogo(309b. dgI~@I—aO hobshgMQd0, MMIEM|d0(3 33- 
mg3abogabss boemdabsb3cemdo, RobyMoam0 oym geoabmbob mnm3s396b9, 1909 Bgmb wo 
BomMdma3o0~@agbb xayqQb Toots Paka's Hawaiians-b'®. wssbemydom 5d EMmabmgo0b, Columbia 
Phonograph Company, mam3 fhobb, obygdb dobo @wobg3gdo0b BogeaqyMa bLamMaab fhobgmob 


Losmobm, smo, &g6mMo, dobo 


4 
> potion 352900, MMO gs@odby39Go BQoJGmMo gobosbb3g039db BogoayM bLadmgmgdb domn sbse~mmagdabas6: 
1. s@gommdMago &yJbSJd0 wo 2. Qzyemgm gb mobbemg|dab 3.RMm bdoMs@ godmygb900. 

©kanahele and Berger, Hawaiian Music and Musicians (2012), 132-133. 
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L.E. Andersen, T. Malcolm Rockwell, "Hawaiian Recordings: The Early Years," Victrola and 78 Journal (nr. 7, 
Winter 1996), 1. 


eleba RonbyMe 30JGmMab gomosendo, bmbMyxmMbam, Jgbododabo doGMa3ab 0(3639d0m, doaMod asdmai3o Domenmco 
3048mmMob dogm. Discography of American Historical Recordings, s.v. "Ellis Brothers Glee Club (Musical group)," accessed 
January 26, 2016. http://adp.library.ucsb.edu/index.php/talent/detail/4 18 12/Ellis—Brothers—Glee—Club—Musical—group 


9 soo damamgd4yemo b39(3090349H0 MoGo~m do (Jsbsd~y Gs30Moyj~@9g30 oYym 1905-~wsb), Discography of Amer- 
ican Historical Recordings doyymomgeob hobsbyMgdob s@anmdegdsMgmdsh ,smbmemyamy ob boxy amMMy0". od 
89M aMdO JsHo seEgombsdymagmab oo~wsbGqMydob age63@o0b "The Ellis Glee Club", Gmdgcma(3 shMyemgde@o 
Loobsm@mbem 3m6(39Gb Oahu Jail -ob 89809Mgd0bmg0b (The Pacific Commercial Advertiser, 3mbmmymy, 3 
as63emo, 1905, 3), eo JgqMaIdNEM JGHsG d0b EsdImyjzae@gdemmdob EMabs@doa Iadozboemo ,cmaG gMsGyM~- 
mo dga0do", M073 S@abadbs 4 ag~mabab dayseE~mam wo 94039 Lo~sdmb mM gobbb63039d4qm Lob&qdMemdo, Lbows3 
(3933900Lsb Agqbazomyma Mobbm™mgd9 yogme@s (The Pacific Commercial Advertiser, 3mbmmacoy, 4 agemobo, 
1905, 3). 


10 sencgo, B9399~M0 Iybogmbob — xyam~mo so30b Agg7EM~M) (Iqgqrmmeby6 1899, bob BMobyabymdo, jgorg3mH- 
Goo), 09M Rangob dgbgxgMa; MMaggQ 3mgomabGo oy~m, Ryo aym daogomMo sb bomen, Gaq30 3a ImgMme@o 
CoboMhg6 MMH drmd~mgMomamsb JMmoe@. ‘bmanghon GHyJbogqMo ImbodMgdom wo (30m™m0b6OMS 7/3 Wo ~wab3bq(3 


sbboddmoab dgdbMymgdgdob bogmam dbasgbgdob godm, 99 of 30yg69d badydgdb, Mmd~m|da(3 oMgeyemone 
KAYBOL 304JHmMMmsb6 dg3Mgd0~@06, QMO asdmbsgmobam, dgw@sMgdabagob. 
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IMo3z9~m0 oMBobSob dmbsbamgmdam, Mmdgmms dmmMobosos [mobo sb gmMbgbGo] Kaai Glee 
Club". d60d365@mg3060 bsdnyo 9d dobsdeg sMbygdyemn B89Mo@nadab dgq4dbab396 oym 1912 
Bob The Bird of Paradise -mo6 9Mmoe@ dgbMymgds (MrhsHo qrmBmb G®ymob dog) wo 
dobo mobbemgdob dAqbogob Jgdeamda BsbgMs 30JGmMob dog, 1913 Eqgeb’? (Kanahele and 
Berger, 2012; 78-80). dobeg3m@so Ms wobsbgmgdyemo sbbodd~madob BMse@0(309db, 304mMIs 
aosgMansbs gb Aygbo3gmbyd0 LOyensdo, MmanG%(3 ,dogs0yMo 3306 Go" ("the Hawaiian 
Quintette"). 94m0 Boob d9dega, 304GMGIs wosnbym 30093 MHo ds~osb wsb3g96omo sbb- 
sddmob fobyMe — gbg60o @wobo Toots Paka Hawaiian @s West Royal Hawaiians, md~@9d0(3 
Boz0aNMo LodgdbMymgde~mm gmgdgbGJd0b Bomdme@agbabob asbgamoMgdab sdomemgb bom- 
oymgb boMIMshg6eEbg76. RoMMMe@dsS sMnsMygdye0, Md Bo300qMdo Aybazed 1915 Bemo~@sb 
IGYMIGaD soEM dgMn3o, M93, LonbSMgbmMs, Mmd gdmb3930 Aggbb 33m g30dGo bomdmeag- 
Boma Bobsb9Mgd0b asdmggdob Byemb?. dmeamb aobboamymo 6084d9d0 1914 Bemob dmemmb 
aoggmgoyema hobsbyMygdn@sboo; dmd~@]_36~mM Hagemmb domds asdm(39d0d bgemo dgybym as3emg- 
Bob, MmdAgema3 1904-bo e@s 1913-do 7335 dmobenbs MHI smbodbymds xYaygde, b6b39d%9 
Mmd oMogQ9Ma gaq430m. gb, ob939, obobo3gb, my MmamM oagd~@byb6 wo sboMmMabbyde@b 6 
AodbyMa 3md8obngQ60 od Bobswmose@gdgdb, M3 aobyyym3ba~m OYM ,gmbag~yMa" J9H%398 9d0- 
Lagab, Rommbmgoob, Mmdgema(3 LEmMMH{e 0d AmdAgEGabg:0b wobMymes: 304 8mmMdo 1915- 
do asdmb3o 873 8ogobs Eo aM Jb 3gbLHoab (ws0ds~@0 1882) LomoyMgdoo, MmamM3 gMooabes 
4) sdob dbasgbse@, Columbia-b b38930s@ Mo bLaGos "Y" (@sbmMIMo~@ns 
1-30, @s RobyGom~mos 1909-15 Bengdd0) CosbeEmydam 09 EMMoabLaZ:Ob Jgbyw@s ws |5~59(39 
dob s@anmmdMng goHoemabl (Andersen and Rockwell, 1996; 3) bodmde3gmm Be300494 Bobo- 
MdOJdjdM96 FMmoe@." 


@d Ad53g9b boboemo 


LGamyMn msgnbgd4yMgdgd0b smbyMo 

od 39Mame@ab ogsayMa AMogom@bdosbmds, doybg@o30@ adobs, Mmd do~nsb oym 
MSIM 30 JdqVEMa BoMImMbosby 306MM asbhemosagdsdo (Qabmgob @odobobosmgdgemoa dgemmeny- 
Ho ES BMIMEnyAE0 g76n~m) Cs CNsHMbyMH dagMsmMHnga by," bobasmegds BmangMan bmg30- 
HMM YAMa sMoMMamem|bsymo sogammdMaga MmogabyzdyM dom, MHmdge@a(3 Job LHM44Gx4y- 
Mob b3ae~e@gdo (39dme, OM sboboomgdb 03 dsoMdgMdmabs Os 9MH3 gmbaMyas(30y~™ 
Jomo L&ocb). smbadbymn bes aobobamygdmea gb oMs Mmam*3 MogabgdyMIdgd0b 
3MLO0}N(30M9S9 Cd 9/3 MHMAMM3 MoMM|NEH LGamab{nMo ymddmby7bGob b3mMoedobydob 
sboemndo; 7QMM DBybGow, 33e~mg30b boaobos Joma doMamee@o smbyMa~mmddb boMmImAgbs 


ee dag3yM3Z69d9 bomdme@agbomo bodydo Sg76Mo 6. 3gemoMgab dmbsbag~mgmdom. 

128 meng tiengd0/Aeqbo3mbgdo 0Yy3696: dobo 3.0.%. 993M, SoMA®Mba dgbyodg6 3. gonsamM~] wos & JbmMMgd0 
L.d. 390939, 3oEMHIM J. GMMMIM3|4, o. 303009 Ed Cdd58 Jd0M QeE306 J. Mba, Mmdgeais ob939 JegmMme@o 
RBoM(ZIOHL (96 ,3M6GHH-G 7 6mMMbL* ), MmamMy odsb s3gmgde@o DmaagMan bbgo ImI~gMoeo. 

"3 o6sdeogoenqdo, 80MZB9IMO BMIgM304qemo Imgemgb69d60 Mamdob bsdDEZamMsE Bog00qM Aybagob boMmdmohgbb, 
AMaMM(3 Esbogmgaab (9dd) ,QmmygmmMyamo* ws ImdqmosMymo L&amgdob bobsdmMdgeb, MmIE d03 9x9 
30093 99-20 L. days 89Mamedo Z3amMs@gJd9 Cs MMIE@ob badbygd0 sbems(3 JgboMAybgdyemns. seEM] Jgdmeagoye~ 
BMANIM gnGoMabSmsb6 ws domo Esg3Mab LAammob gMms@, sdgMaggemgdab 3mm 3" L&omo, Igbodeme, 
SIMaBSMES dobmsb Imbsmgb039 WyqEmgmg0g CodBZgMo~@Sb ws ,Sy~modo" asdmygbgdqemo HgJ6o0g0@ob. 

"4 Discography of American Historical Recordings, s.v. "Hawaiian Quintette (gmzomyMo xaA7Q0),", 28 domo, 
2016. http://adp.library.ucsb.edu/index.php/talent/detail/53995/Hawatian—Quintette—Vocal—group. 


'S Andersen and Rockwell, "Hawaiian Recordings: The Early Years," (1996), 3. 


HO alss Sd9Ma30d0 boMdmdmdok, asbgamseMgdabs ws g93M%(39mgd0b dgbobgd ob: Gage Averill, "Close Harmony 
Singing", Continuum Encyclopedia of Popular Music of the World, Part 1, Volume 2: Performance and Production, 
Shepherd, Horn, Laing, Oliver, Wicke Eds. (Continuum, 2003; London and New York), 122-125. 
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Ms Jamangds, My bow a363~@ 940 obabo fobsbyMgddo. smbadbyomn dahams@s@ dma303b 
(doamsd sdam sm IDgImMnQSMa@mgds) 0d Mogabgd4yMgQdg9db, MHmdemgda3 bohggbgdne 80M39e~ 
b4gdsb9 (bym.1). 

AmamM3 Baba, 3mbSHModybJ yoo gmgd968 4d0 ~o BoMImbayemn ao~obMydn bdom- 
SO 306MM aosbeosagdab BoMmdmboasbmsb gMmos@se Mgomobgdyem0 ~s 06 Job Imdg~@gdob 
ydemasb baemb, o6 dob bsboms@ o4(393006. dgGgb dgdmb3930d0, bdomeb3sems gdyomgdo 
amo bodbgdb dmmob di3aM9 wodmM|dgdb, obGyM3Z0emgdb; gb bdoMoe@ sbe30Me@ Jd 
B2M29@ IgM|Zq7E@ bod- 06 MMbbdns6 BoOMIMbosbamsb, bo~ws(3 bdgdb drMab ob~wCn3gn@joeMmeds 
030MajJd0, M93 OMONMH|db bdob sds My ad BMGBosbmsb dajzym3zbgdob. Jgwga0@, |003- 
™mg9m daghQd0 bdohsew@ gdMb3930 bIgddo, 8oMaE~M enbdgGd0b bLobam. jo0~g3 gMm0 dom- 
ams@n AmbobMHyd0, Mmdgea(3 9d AobosbyMgddo oMbgdyem BoMdmbodgdob 303d0M~@ 90, 
oMab ob, md dgmmens mam dob ym3gmmsob a33mgdo0 badegmoab ombgdym fobgMom 
(EmGoMG dye) 39Gboobmsb Jj~wsMJd0m; 306s0@b6 gb bdoMns, 99 JomEmmeE 0m3bodbs3 03 
499Mb639390b, Lows IgbMymgdgddo dgboMAybgdyemns 96 dgGo@oss dobsdhbg930 dbasgbyde0 
LobmGm hobsbyMameb. L630 dgdmb3930do0, mmbbdosbn BoMdmbas Ag7bymg sbeo d9943b9 bdob 
Mog jbob dobodemgdemdnm (AgqjemgdMog, bymabs HQ-do @s gq43babe IW-do), dg0degd0 
Roamgocmmb, Mmamm3 OmMHdo. o@badbyomn HoMdAmMo~@agbb badergmydob Qmmy3zmmmMobs(300b, 
M3 Bodm|ggybgaqemos Lbgoe@obb30 ,8ya@mob* bobo!” 


£25339M3ZQdgd0 L&amdg 

smbodbyy~mn doasmamgdob aobbamsgabseb abobo wog0x%Q7799 boda dohomeg@a &9b- 
©96;300b dobj@30m; CE5306y9d 3gAHQ{MMYEMbYM CabjzobSom, dob Imbeggb ImImambsmo 
B9MoM|Modda, MaAGIyma BmMbH|ModyjbJGo eo bodoggb gMmose@ mogdImyMab dgdmb393960. 
asMes sdobs, dgmmy bdgdedo (Lym. 2) bomMdme@agbamos dmbs(39d960, Mmdgmms d9d39m- 
dam, Jgbodemgdgemns, aobobobo3mmb ab hobsbyMa, Loow@sbs309 AMmy3oboe@oa bodydo, 9b939, 
bob9d90 doMams@n dobsbosmgdemgd0 Es Agbodsdob GMg3d0 damn JegdsMgmdob ymb3Mg96- 
“y~mo CMMaMA dmbs(3990"8. 

B8embs (Halona) boGdmowagbh somaya ImemgmboayMa (389 H]mMAMbaYEo) L&o- 
mob odg0om 6087db'. 090 agbg~gds Gna baemdobsb3emd bodyd9ddo0, Lodbomos@o bmdob 
“bagomyMoa asdmygbgde 54 bLodmgmag@esb bobgbg0 bod dgbbo3mom badyddo. geabo (33@moab 
Igmmensb OmG®aMmgdyem0 bgmbobyMab dobyje@30m (Lmao 16-bom@eg@n dabsdegmo, bo- 
Md(3 OMS CSDM 30~@gdg~m0 dobsd@9Go). Mab3zo6Gob yogmMo~wmds, Bsdygo6bo bdab mo3%4 
Imbs30Meg BoMmdmbns wos Dgbodg bdo Lodbdosbmdodn, bo~ws(3 bdgd0 AowmoxRogguyemos, YRMmr 
8IGHIMMQMbayEmM BMbHModyb4 Gob bdmgobgdob boMmdmdbob dodob, Mmeagbs3 “Og@o0 MMo 
bdo dmdMomdab Sob~@ ddo dobab 9309, GmMdg7ma(3 Mam|dob oM abdob ws Logemyma yoo- 
MoseEmdab Abasgbse@ Gyegds 3306GsgmMedo” (sj~omdea. 1,2). 


Men S6 sbmbadyMos, sbw@s dq(3e@MdaM DogbgM|Zd9 3Md3MbBOHMML 96 sMobyaMydob s{3HMMb, M3 oM- 
oymgdb o38mmMob wowagbob. 

18, sAmyqbqgdejenoo d9de@gao dgdbMymademgdob fobobyMg60: Hawaiian Quintette (1913), Wailana, Moanalua, 
Aiaihea, Waialae, and Tomi, Tomi; @o Toots Paka's Hawaiian Troupe (1914), Toots Paka Medley. 

198 8 B9MsqjoaM, Agbsdmgdgmoo 3o3doMon IMMBQasmayM BoMIMbosbasb es Lb3., bo~s3 Ig~mmens 30cr- 
Lob dmdedo dg bogqdqemoo gobbo3yomygoqemo (3mMMGByaocmoyHo??) L&omoab yromyboo. 

204 GgJ6og0, 96939, 3eobegds dbas3b 9994840 Hiu Hiu Auhuai-o (30J&m@o 15028, do&G039 1164) ws 
,One, Two, Three”-do (30J&mMo 15014, dsGG030 1150). mommgyqeo, 06939, Lodbomo@ Bmdodoo, q306sb3- 
Bomb, MmamMGy Bybo, dosbg9M96 9293 ocmorgl (alt. Aliau, Allen), M973, Bg9o sSbMam, x%M6 geobob Bb93~@mbodos 
(Lomagb am gomodob bobadmagmfim &9gJbGo0o). LAMMeEy\mo Joommbobgo6 (Halona) asbbb6303960m, mammgy- 
(mo domaoba dabsdmgmabs ws dobsdmgmabasb dg~w@agds (AB), sb) 398mg 89H QmMIsdos. Hiu Hiu Auhuai 
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LSomg|d0, Ms Mdo Yoeos, Z3aMsMOJdMas sOM|y~@MO Bghamenb dad~eaAMd C9300E9d- 
do, 06939, Mmamm3 dgobMymgds a733~gdmMe@o sbbodd~mn@sb sbboddmoab 396 (mondmbes, 
Logmogosb bog@emob396). doaMsed g3nbsa@eb oMes hobgmMamn seMay~@ 3g9Mbogd0, A396 
do3dsMme3m 00039 badydgdb, Gmdemyd0(3 Amagnsbgdom dgsbMyemgb Lbge@ob30 Ya 79390- 
do. geabob g9Mbagd0b momagymna 848 AMeEMbamM MogabgdyMydob Lobobsomd~g ame, 
Lod@gmsedo ,Tomi, Tomi" 8o30049Mds 33068) 98do dganmos boaybem sbGagmbaabs wo M9- 
L8mbbamymo bodegmabongob GodkyqmMo 84603900 wo obobo, Mmdemyda(3_ HMow@a3a0xjemoc 
a363E9d9 Symodo, MHaMd(3 WoLHyMO do Bogoab AqbagomyAMa Bgb39d0 Lodegmodn mobb- 
mgdob aod: ,boMombomddgeab" Gadab dmdobo~mo-dsobybab boom, aoxgmgoyemns &M~- 
dgabs @o JmMgab dmbs33mgmdam wos LybSo bo~mab bobgmsoMgdob dabsdmgmdo dmbeg3b 
doM(33e dob ddow@Mm Cog 96s Es bdoMNMosba bodmdobamg|da y3qmo bdob dmmMoab; axybado 
85306 Cnd(308bMsb ws MaMNZYEH BM{Z0EMMob Dg~msMId0M, JDA(33CMOaMDS Bo093gb Lode mab 
9g Jo30 (sy~onmdoag. 3,4). 

RobyMama &HaJbGJd0, MmamM3 hobb, RoMMMeE adIMmgndbgdyYema5 Wo JobmMe~mmME Mo- 
Z20L4QRmMs@ gdyoM do aQ5dm(3907E™ Badydgdb, bdaMse@ odMEOJd5 JoM33~gd0b Mome@gbm- 
do gM bamdg. ImmagmboayMho/ 3 Mb HMosdyoJGyemo bodasbIo RoMam@os aodmygbgdyemo 
dob3amgdobs Ed EnbosdajgyMo bobasbdam (Sa9MQd0b @obsbyabob aobsbamdemnggdom ob 
dso aMdmomedab aogoMamgdom Hd8ob (339e@mgd5e@meaob a5M9d9). 

d9-19 Loxygybab 3mdmbna3agdobao6 (69080b, Mmoamoaymazomebob wes bb63. bsbomdmgd9d- 
do) (369e@0 BoMdmbayemn asbbb3go39dgd0b doybg@og0@, MaAG®IYEmn goMn0(309d0 Ed bdome 
dmmab babgmdaMmgds Gad yMos BozsaqMa gbabogab wo, dgbodsdoboe, Jobo HMo@a3ayemo 
bsembyMGo L&omabagab*!. smbadbymo MoGHdqmo sybJGo309 bomb qBymdb oe ao- 
Im3gdyqema wobobgmgdgdob BgGAMaAMmMdsGoym BmmygmmMoardo3oob, M93 gbob MaG®dyemo 
98M0d98 dob eEmIdaboaMydosb 06393b, adagoMoe, MmMam3 gboo ,Gmdo, ®mdo"-do. gb yRomH- 
OmMe@ss BsMdmeagbomo Aiaihea -do (,38qmob yg0mMomoab bodegms*). GoGIqmo 3mbGMo- 
86480 306MM aosbemosagdob Bomdmboaab 3mbSJLHdo Eo bdoms aowosRZoMgQe@nbgdo bodbb 
Nb3odb wos a3o3gb dogooyM samaagyM &Jb~@g6(309db wo aodmbsGo3zb Jdommgob ~wodobobo- 
oMgJOgm™ MaGdbo eos babygmdaMgdsb gbsdo bobasbdob dgd3qmdom (asbbo3-4ymMQd0m dsdob, 
AmMeEgbLsS3 smb Moms, GrMamGHy dyes") (ov~y@omdog. 5). 

3m dbmdagmo Aiathea-b dbaogboe@, aobdIqgmMydo@0 mab &o4Gob0 dgemmenab Imdob- 
amo-doebybob asdm3mgéom, Moanalua-do (att. Nape) bobgd90 bmangmaon Ma®Iqemo 30M09- 
(309 Msd~@gbadg bdodo. smbadby~mn dqgmogbgdyemons 306MM asbemosagdab BoMmdmboobmsb ws 
dobob LomMmobmr 864 8msb. addMmgobgdqemo 8ymob bodmdobamg|da Es 8ymbaMydyemo 
Lobgmd8amgds a6393b dgby398 db, HadbGob 3oMamMgdsb 306MM aobemoagdob somdmbasdo 
dgd030em0 bdgd0b gHmoe@ ImdMhomdnb ,jobzo@ab" gaxqqGmob gMmoe@, bowo(3 dgImb3930mM0 
MogabyQmg|ds Lob7b 70 93013 BoOMIMbag_dL drmMoab os 06393b dgb’Mdgemn Hmbob do303g9d0b 
— d93939d enn LadbG&o, GmIgema(3 3306Gsdo Byegds (Gmbo3460 Sj9e@ocmob 3mbb5) (ov- 
coamdsa. 6). 

JM-JgMMO 939mg GHosnMo, doamMsd bsdeEgamse abmgo030qjM0 aowobMs 306MM 
asbemoagdob Bomdmboaab bmMdgd0~@0b IAmdg~aboMyamMdb 89Mo~mg@myM bodbdm306b9d9609 wo- 
QHIZdNEMO YRMAM MogabyQoms@ adsMmgonbgdyYem0 BoMmdmbagdob dadmegdn@osb. Waia- 
lae-b mMGo 39Mbo0@sb, 80%39e~0 (1911), Bs6dmeEagq60e@o Kaai Glee Club-do, bombo &osob 


RIMRIMMb0M 0H godImhgbomo L630 gmMMdodo Es dabod~mme, Lomegg9b o~gdb gemababaob. 

Hawaiian Music and Musicians (2012), 22, s@bodbo3gb, Mmd mMmHdadoMaymydosbo bodbdmg3ebyjdome ImdMHom- 
3d, BoMam ab MZ0emgdbq bob Smdgd0 Es gobdIgmMydo~@n OM&ydob drmegmy|do boMIms@agjbg6 ,,soge0qjMo 
Iygbozab wodsbsbosmgdgm badbgdb". 
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NdgMoyem-sdgMa34mo yO gMsomdob Z:oebab 3o9Ma0 bodydos”, Jsdob, Ame bey so3s0qM0 
3300 Gg 8ob 39Mboo sbheymbos bL56MGB~r fobsbgMmeb, bows(3 bobgbg9 JabsdeEgmdo Lmamoab Sob 
MogabygQomo dgbMym|ds, gemoMyjob dbasgboe@ (sjy~onmdoa. 7, 8). 356b630396960 somdmbo- 
bgd0do0 (A960, dIgmmeoab 30hoMgd0b aodm, Mmdgemn(3 Ao~@obyMamo ob oMsbynMm]d%- 
CMO OYM YRMM Odom CEnsdbMbab J4mby Lo~mab&dabmgob, somMom|mMAMa o3mMMe doo, 
MMdm d0(3 GoMdmanddb6ygd0 MMH39 39Mbosdo) Imbdmdb wsdmyjow@gegm bodgdbmymgdemm 
L&omd9: 380M39e~0 goyMdob CsdobMymy|dgm 33068 db bg30~@06 (Qoamod do(39dyem09 
43930096) dodab, MmeEgbs3 bobgjdg0 Cabmbsbbyd0 wmdabsbGabmgab; bLosamMabs0Mme odo- 
Lo, IgmMgdo 020 QRoMAME@dSs aodry gbgdyemn, dome~me man dob sdeamons ~emdnbsb6SyMHo 
sgmMeo.*Wailana-do (,dm3gm 9d0%j Byemgdn*) asbbogymMgdom I35Q0mM wsMds3e~@o mMob- 
dode@g3MMd5 o3MMe dab (330M ]d0OMd0M, BoJGmMdMng0@, qIMgq39@g68mo bLbgo fobob- 
gMgdmob dgw@oMyd0m (sjy~oomdog. 9). B9MomyJmyMa sgmMegdoob Lb3go dgbodhb930 badydy- 
do (Qogasmoamse, Hmbagob 8Mba(309 CE9/56 HmbagyMa 330MHbyJbGHo3mMegd0 MaGHIyooe 
Lobfmmbyemn 306MM aobemoagdob somdmboab Lodomob3s0Gme) Z0900~Mgbs wd Zo00~Mobob 
d990@aMd a363~E9d0 Bog0ayNM 33068 Gob ymddmbo(309d0 Kuu Home (Agd0 Lobeno). bobam- 
demagan 16-So4Go0bo jo6Gomgbsb dadega (Amagembs(3 IMbweg3b 8-Go48o060 bo~@d 89Mo- 
mac dobmMdo), sbboddeo dgIMeEabL 16-Go4Gocbo dJabsdmgmam, Mmdgema3_ dgmMeageds 
(sy~oomdog. 10). 

84MIMbBaS adnGs(300M, bLo~ws(3 Jg~mens fodbm3omos bdodo, MmdAgma’Z OgZ0@06 ob 
43930@06 aowmoxoggyemnse L630 bdobmsb, Bomdmowmagbb od 89Mameab Bogs0yMo Agbagab 
mogabgayMydob CEs Bomdmohgbb dob Maye dybgdob. wobo3mgmnb mMHn39 3Mgdqemab db- 
ao3b wosdydo39d9dM0b6 dg~@oMgd0m, G73 sogob Medey-ob bobyob Igemenesdo, ob939, ah- 
djm@ 969 bdomes bonbGyMg{b~M ~odM|3900, 06939, HMAMM3 gb oym Aiahea-do. wodoG jdom0 
J 339MM BoMdmbaye~mn Mobdndeg3gMmdgdab, 4yRMmM JgbMNwDNEMD 8OMo~My|myMHo ImdMom- 
dob daybj~@o30@, ob donbi3 daymamgdb odo9, md 8930 JgbMymadabsb mogb oMa~w@gdb 
BoMoMg|MM o3MMegdbs My 3306GJdb (sj~oomdog. 11). sdob bos8oMabs0Mme, 8o300%- 
Ha 33068 Go, Mom|mbeos, 8oM39em0 oygbgdb bodbdmgeb6gd0b somomamoddb, Mmdgema(3 
ImMagZ006jd0m aobeos sdgMagy\@o LOomob bLoddmem.” 


22 Hawaiian Music and Musicians (460), yomegdb dg6e@ob bgemddmgobgmbs wo RmgaGab& Iggoo Bgomogooab 
(1967-1944) ,93emg4Gog34q% gmd8mbaGMMHb* wes Waialae-b — ,gb36ymMo Lomoab goe@bb“, 9d 3md3mba(300b 
MoMoamose@ Doohbg3b 1902 6. 


ar 330MM BbSHoe Imgyqmonma gnbagyMo bodm3mgd0 (Ige@oMgd00), Imam, 3030MoN~Ma, Mod 
S90 dgdmb63930d0 B9MomMg|mMMa 93MM Jd0 RoMam dbad3zbgemmdam odghMoymo aogegbab gRoJSmMoo (3m6- 
Hygomagmydob JowegoMob aogmoam, o6 ,gbsobge~mgd0b dgdbo3abe wo Paniolos-ob ao3~@mno"); 06939, o@dm3o- 
Raby abobo om3ym (39dme@ 3 Homme) 0@0MdIddo, MmammM3 s9MoE~Mge~myMa bodbdmg30bg9dg9d0 (308 Mob 
SGIMIBSHgdAG®bLo wo bdsmeb3gemodo. odob CEsbsdGj0(3gdmo@, Hy Msd~@gboe qbZoe aYM ,d~mmyoab Bodob somMo- 
mgemyMHo AmdMamds bodo 06 dgGo bdob dJmbg sgmMegddo “ ws ,doMomy|myMo bodb6dm3069d960... aGocmosdo 
©d agMdosboobs Es oe~mdgdob Lod~mgMesdo, 0b939, Logo Loayjbeom wo obbS|MyAIgZbGHoem AM GHMs@0(309ddo0", ob. 
David Reck, Music of the Whole Earth (New York: Da Capo Press, 1977), 292 


243 smaemqeaeno 33008 dab asdmygbgdo Lodmmmme asbegds Wsdobsbosmgdgmn wobsgmgm sdgmMagoab ,33- 
dmymo" Lodegmabagab, Mmdgmn3 aobgamsMeagdsbs Es o8MMg{MbL Josmbygb 1930-0969ddo. smbodbyendo 
ZsdMabZ0d bs3eMgd0_ 993M(39e~mg9d9/aAos@oGobo 0d Ayd_gdb drMab, GHmdm |d0(3 daamaMHydebg6 AgboJmbemgmdob 
Log0@obb630 gamByModo, 30EM] Bogoagmo Aygbagmbgdab dgbodmm agogemgbo domo doS\Mogzab 3mmga909. 
RIM BOOZ YRBGM CEA GoemyM Jgbbsgmob Imambmsb Agdbo3qmo vaqueros-ob (Abygdbo Msbimbdy, 6 paniolo 
85300MSO), BMMBNQomoayMo boggy Aydgdabs Es HVGHMomyMa ,AVogLHMgm|d0b" Lodegmob Leomob 
wodobsboomgdgmoa MogabgdyMgdgdo0b Loosbemgab Logombo. bogyqmMHag ob mMoayemds ymbS Jb Hdo dgademgdo 
bgem0 dgybymb semana 49-20 boy 37 bo~@0b ANbogab asbgamsMgdob yyqmgbow@ dg(36mdob. 
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Ainahau-do bob9d 99 3md8mbg689d0b bobmgbo. bobgbg0 geobob Halona-b” bogomey- 
OM Hgaozemgbo wo Dbaogbgdo Bomdmbado3nsdo. b93e~mgd9 306MM aosbemoagdob Bomdmbno 
Od JqGH9O BMbFMod8ybJGymo L&amo daymangdb dob dqddoMaGoeo ImemagmbayM dy69- 
d0O9 jgobmbsMo odoGo(300Ms wos gmobob 3mbH|MAGEmMeEaNQMa Imegmob mam dob b&gmgI~- 
GHodsyeo adaGs(300don 89MomgmyMHa Womdos3zema bodbdmgeb9dgda0b jo~@obbam (seneoomdsa. 
12). sdob LodoGobs0Mme@, dom dog% RobyG0e~0 Meleana'e (84y~™5) BsMIMdAg6L 439e~5y9Mb, 
MoMdos3zoemoa soMomymyMHo bodbdmgsbgdgd0b aoMe@s: Lobymds bodasbdgqens, bb630 bdgd0 
modsGjoyemoe HQ-b 84qmob dgbhymgdob L&amoab dbasg3bow; dmd~@ 36m 3%)8em9g8 ddo 
Msd@ 96099 asbdgmMydob dgdeoga ofdbgd0 adsMmgndbgdyemn 39M0968 d0 y3gemo bdodo, bdob 
(bdoMse@ Bsdy3ge60 shes bIoL, GMAQEMb3 InSyo3b IMo39G0 A7~men Ho bso) 068 968-- 
MS304MH BdMashG dom Logs@sbb35 bmwom (sxj~@om dog. 13). 


5b 3369450 ws Lsdmds3em 33093960 
Lod@gmadab hobsbyMmgdobs wo oMbydyema bobm 8m fobsbygMad0b dg~@oMgdo0b d(3e@qemm- 


059 WossEsbHyMo bLofoMm AgnmemmmaayHo 35dmM6b3930%. bmaaghMan bLodegmoab asbbb- 
B9390N™M0 smbnd3bo (aabbo3~ymMgd0m 304 8mMob Bsb6069%9d%5) 8039d0b dabje@30m, Mo(3 
d0993%79M369d9 3Md3Mbn(30g9db, 06 0H 2996934M369d0 ,Qmbo34yM Anbogob", ym3qemas3ab oMoo 
Lobem, gabsa@sb bodgdbMymgdemm 8MoJGagzo LGobeosMBymo 3Md8Mba(300b9 wo sMobyo- 
MgJd0b fhoMAmgdb da~ds oMosbyaMgdab bodyomadob ademggo, Mo(3 Lom yMoe@ dgodmgd0 9n- 
ba34yMo boboomag@sb aymb bobgbbgdo. dodob, Mme gbs(3 Ma8gGMAyomMab 493M0 bobsMdImg|dn, 
Ms HJdo qyoeos, LGobwooMBymoeo oym oMobyaMgdyeo, sMbydyemo bobMBm fobsbyM dab 
DgIMbAg7d0bob 8g79MEMMIsGo Ama IMMeoN4(300b sbs~mo wWodo~obGyMgdg9e~ma bodbygd0 bom- 
Imadbs. a06b630396940 qbg0@00 aodm3gdyyemn Lodmgmgdab hobymoa~m 39mMbogddo. Tomi 
Tomi, dsascmmse@, bsMdmse@agbb, RoJGmdMogoe@, A396 dogm dgbbo3gemamn (y3qmo Ismasbo 
JMMdsbymmob qMonngMadgmosbbdgayemno) AobsbyMagdo@ob aosbbb3039d64m (Sa dLGome (Oo 
Agbo3om) 3md&mMbagoob, dsdob, Gme@gbs3 Moanalua-b dosb9M 76 w930@ bg08b, doamed 
Isbmsb sMobsoGo 3o3d0M0 96 o4gb*”. dbaogbo@ odobs, Halona-b gingym smobyomgdodo 
Jgmmens dmamogbgdyemns Og@o0 bdsdo, M33 SMES YMG gemobabs ws aM 7b 3gbHob dogm 
Im(3g9d4em0 MMA AzZoQaMEO aBobbb3Z039dqm0 3MbSHModybJ Gob dbogbo. 493M bLb3go seMm94- 
mo bLadmgms, Ms MAdo be, aoba@ob wWn~@ HMsbbamMdo309b, bdoMo~e mMoagnboemyMo 
HJILGab moebdIndIeg73Mmdobs ws QmMdOb (33~ma~M]d0M, 00 EMMmabHg:0b, Mmegbs(3 abobo 
sbadamnMes msbsd9mMM3Z9 sbbodda~mydob MgdqmMGHayomMdo. Aianahau-b bobmBem fobsbyMo, 
0M 0(303b Himeni-b bBmangMa BoMIMbayEm MogabgdyMQdob Co 9H Yobem3~@gds QmMe~3- 


> ocogbeomamdoon 020 bdaMse LH Ame Id. 7RMM BAEm &9IdO Ed DjOIAGoE bybHodg7bGoemMoe@ (Job bmb- 
Hom|angM G®\dbGdo boydoMns IGab3gbs gooygm@obob bobby). 

doo dag3%90369d9 dgde@gao: The Aloha Collection of Hawaiian Songs (Chas. A.K. Hopkins, ed./arr.; Boston; O. 
Dittson, 1899): D. Nape, Zomi Tomi, Moanalua; J. Elia, Halona, Princess Princess Miriam Likelike (1851-87), ‘Aiana- 
hau. 3690400 Famous Hawaiian Songs, A.R. [" Sonny"] Cunha (1879-1933), ed. (Honolulu; Bergstrom Music Co., 
1914), bogo3 dgbymoe: Maj. Mekia Kealakai (1867-1944), Waialae (arr. Sonny Cunha; © 1914) ews Halona (attr. 
J.Elia, arr. Sonny Cunha; © 1902), 3omdmbobgd0b goMgd9. The Royal Hawaiian Collection (Honolulu; Hawaian 
News Co., Ltd., 1907/1914), bogo3 dgbyemne: 4-6d0960 Halona ,es 8oMdImMbobgd0b a9Mgd9, Meleana ‘E, Wailana 
(© 1907), Waialae (©1907), [Nani wale kuu home] ‘Aianahau. 


2735 30b AgbMymgdqemo ,Gmdo, ®do"-b geabmbabygymoa 39Mboo Lo~mdmb Bsomesdob wodbobyMydoo, m- 
dgem0(3 BobdOMBog3b aobbb3g039dgdb ARobsbygMbs wo soMBoHqMob dmmob. owyd(30 Hawaiian Music and Musi- 
cians (572-573) 9d&30(390b, md wg30@ bg080 (1870-1913) OYygb9d@S ‘OmangMa Loob&yMgb~m BoMmdmboob, 
HMImgd073 IMAL oym ,,8mdo, Gdo"-b 306MM aosbemosagdob somImbagdab bomb yma yogMoemdob ogmMeab- 
aob, Kuu Home-b hobsbydo smbgdyemo mobdodeg3gMymo bodbdmgebyjd9m0 ImdMomdab bmBoMgdyem0 ~Codo- 
CoLA|WyM{dgemo badeydob sMoMbygdmdo Imambmgb Dbasgba omobyoMgdgda0b Lomegggdo0b dgdwamd g3emgg3ob. 


bodmabg ,boygamob"” aomdgdm: 8ogeaqMo obbodd~mymo bodmegmab 
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MmMjma Godsob osdydsggd9b (oQ~womdoa. 14), Mo3 Lbobgbg0 wobo3mgmab fobsbymgddo 
(Igbodems, qybes smobod6mb, md Hiuhiu ahuaui-b d9dega, Sgo380b Kuu Home [,d39e@0 
856897309] y3gmob]7 Mayo Ambsdgdboo; LobMG~ fobsbyGo xgH 30093 0% sMbydmab). 
SObadbyemn 33093 s@obGyMgdb adob, Mmd: 1. IoMIMbaEM Mogabgd4yMQd9d0, HMIM]d60(3 
dImabdab hobosbyMgddo, 9H dmdgabsMyamdb QmMdsemyMo, LGobeoMBymo 3Md3mMbo(300@96; 
Md 2. dsma sMbydmdoe aobodoMmdgob aowobo33mgdob obo~mn 96 sbemobsb asb3amoM|d~y- 
CMO BoZ00NMN sEZaMMdMagn sb QMMygmmMymo 8oMs@0gd0b396 Jobo 943mMe~(300b Jbod- 
369mMg306 gGod'd9. ombodbsye~mab dobgbg60, dgbodems, dgdw@gao oymb: 1. 9d bodegmadab 
ydV®gbmdo AobygMama Ed BdM(39d04qEM0 ob SMobyaMAd yma aym boyEMMgJ38096—M 93™d- 
396999680m dobsd, bobsd sboemds, qi3bm7HIs ES QM~M3z-L&amds (9.6. 8MMHHyQC~moyMo) 
5 Amsbn ds abobo, HosGHoGob jemsbog030(300b dobyje30m, dgm%J 89Momeodb (96 soM9yeEmo0 
Ag7bsdob) eHmb, Gmegba3 xg 3093 wCowa oym Alii (LodgQm/Co@ Jd EMS) 3Md38Mb0- 
HmMId0b Bgaogm bo; wo 2. smbadby~mn fhobgmMamn dgbMymgdgdab wdAGSgbrdo dg0(303b 
RQMMyemmMyjom BoMs@nadeb, MMdAGMaA’?Z ogMMnsbgdb JMmZb4yEM0 Ed QJOAMsbG& dob Laomoab 
3MI3Mb6g76 8H gdb. MmamM3 bshggbgdn0, ombadbyema of axmobbdmdb odoeb, Hd QmMdoemy- 
Ma/bLGsbeosMm&yonn somdmbagdn oH asdmaygbyjdmeo; doaMsd dsmasb aswmobmab & 6~g6(300 
dodab, Mme gbs3 ababo fhobs(33~meas boembyMa QMMINMaM, Yed|gmMs ~s DYyoMo. 
@obsbHymb, oy 3amgdgmns Z9Mn9MMm, MMd gmbagyQMo LOom|gdob boMQ30 dbog3b 
amdagmgbb, Amdemab asdeme 09 LoGoob RoMam|ddo ds~mnsb Mayemns. Jaybg~@o30@ sdobs, 
4RAM AGG YOOs Lo3%330M@\M J9-20 Loy3ybab wobobyobob BogsaqMo Bomdmbanbs wo 
8mMEMngQmbayxMa Lad~rgmab asbgameMgdob ad ‘OmangMa ob3gqGb, M(3 C~mgd@) oMos dab- 
Bo3moamo, doasmamse@, Ma®dab, Ladegmoab Gosab 6 8mMByaomoaymo AybogomyMho ao3- 
mg9bob 990968 gd0b BmbGoJLGdo (Gmd oGoyQM0 3m 439m paniolos-%9, Igdbo34 Vaqueros 
-9 06 dbygdb9d%9, 1830-~ob 1860-deo9 Mmd oym bob9b9)*. do8md dbad3gbgemmg3ebos 
SM3zbadbmam, MMI BMMByaomoagmydds, Mmd~myda3_ agonobo 1870-n569d0~@06 dgdmgn@by6 
8530009 dDomgoMse@sb, Iyab39 dgdma®obgb oMo JobmErme Mmog0sbam Ayqbozoem Mo bo3939- 
da, oM9d9@ Lodegmabs ws (39330b ®Mow@a30g9d0. dg~@ga9@, 1880-nsbgd0bmg30b, Amegbo3 
Rodmyomad@s 493M fAiggba Aybogmbo, I33qgmMoe@ dg0(339E~ms Jowamdgdo dgbMymadabs 
© L&amoabo@do, Ws Jom, Ywoo3me@, 1890-mgnb ado asjogagh HMydomyMydob obboddmob 
(o4 Bsmdme@aj6oen) sboemo Godsab hodmysemndgdob396. odagomoe@, dobo mogab9d4M96960- 
MS OS NOIJGMdom, BogoayMa Bomdmbaym-dgmmeooayMoa Bmddsemg dbo begds qyoagoemyMo 
0d EMMOL aobdog~mmesdo, Mm@ bI(3 BMZo~myMa BoMdmbos xIM 30-93 JDOYx’3ZZE~M]E~mNS Wo 
INbo3e Mob@smosbmdnm abygdb Mmogab mo0309 baaogemgbob HobsbyMgdab d9d3q9mda0m. 
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PARADISE AROUND THE HORN: HARMONIZATION PECULIARITIES IN 
EARLY RECORDINGS OF HAWAIIAN VERNACULAR ENSAMBLE SINGING 
(1904-1914)! 


This paper discusses evidence of polyphonic adaptation in some of the earliest known com- 
mercial recordings of Hawaian song, made between 1904 and 1914. These capture the interpreta- 
tions of self-accompanied vocal ensembles of native musicians called troubadours. Their examina- 
tion as specimens of ‘traditional polyphony' through the lens of performativity may illuminate an 
important but oft-overlooked facet of this music's development. As the first stage in an independent 
project, this study aims to: 1. explore Hawaiian ensemble singing in its historical context as docu- 
mented on record, 2. identify essential traits that set it apart from the western traditions from which 
it derives (i.e. classic and popular close harmony), 3. contextualize the recordings themselves as 
documented period performance practice, and in turn, 4. propose further study of how these cap- 
tured performances had a singular impact on the future development of western popular song.’ 
The examples represent only a select fraction of the few available source recordings I have been 
able to trace: of these, I have concentrated on specific examples which best manifest the criteria of 
my mandate. Each one is from a commercial copy of the original ten-inch (20 cm) diameter discs: 
because these originated before the standardization of speeds (at 78 rpm), I have either made new 
transfers or edited existing ones to correct inaccuracies of speed and noise-level in order to obtain 
more accurate pitch and clarity of playback, respectively. 


Musico-Historical Context 

Despite interest in Hawaii's musical past as historical and cultural legacy, aspects of vocal 
harmony in its music for their own sake during this intense transitional period have eluded schol- 
arly attention. Therefore, its introduction into the greater discussion of traditional polyphony, de- 
spite still being linked to tangible western models, seems a logical way forward. One challenge is 
working within preexisting (albeit often peripheral) scholarly contexts: while our research falls 
within the second two of the seven Hawaiian music-historical periods established by Elizabeth 
Tatar (c.1873-99 and 1900-15), it also importantly embraces songs originating in the first (1820- 


My title refers to the nickname by which the Hawaiian Islands are popularly known, and a double entendre for both 
the navigational route originally used to reach them (i.e. via the Pacific Ocean around Cape Horn) and the technolog- 
ical means for recording acoustically (i.e. positioned around a 'recording horn’). Also, a word of acknowledgement: 
for their invaluable assistance, I would like to express heartfelt thanks to Izaly Zemtsovsky, who encouraged me to go 
forward with the project; Rusudan Tsurtsumia, whose kind forbearance allowed its completion; and David Sager of 
the Library of Congress, Washington, DC. 


* This necessity is manifest in the dearth of scholarly attention. For instance, while acknowledging the importance of 
these recordings, the entry "American Music" (Kanahele and Berger, 29-31) limits the impact of Hawaiian music on 
North American popular musical culture to the sole influence of the steel guitar, without mention of the Troubadours' 
further obvious contribution to the vocal harmonies of subsequent periods. 
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1873) (Tatar, 1982, xi). In essence, we cannot necessarily rely upon established style classifications 
—still too loosely conce1ved— to understand these multipart vocal performances. It is largely from 
this perspective that I propose to query the material's unique developing polyphonic intricacies by 
engaging the concept of performativity, because the oft-improvisational nature of Hawaiian musics 
is manifested in certain songs to varying degrees of spontaneity that bespeak their Folklorization. 
Because the diverse traditions and genres in Hawaian music to that point are often incongruously 
described in global terms of 'style’, 'fad', or 'compositions', an approach based on the performative 
aspects of early recordings is essential to illustrate how certain creative or divergent stylistic con- 
sistencies in their performance can still take on, or reflect, an authentic, spontaneous vernacular 
identity. The recordings illustrate how the music adheres to formal precepts, on the one hand, while 
transcending them by revealing the historic reality of an emergent Hawaiian polyphonic paradigm, 
on the other. 

Historically, Hawaii — while boasting a unique and sacred aboriginal musical culture, con- 
sisting of mele (chant) hula (dance) and a variety of idiophonic instruments inherent of its ancient 
past—developed a national repertoire of vocal music in its postcolonial period which embraced 
singing in classical harmonies. In brief, Hawaii's pre-colonial (mostly monophonic) chant culture 
rapidly shifted to polyphony with the advent of hymnody (himeni) introduced and adapted for na- 
tive use by US missionaries. By 1893, and the US-backed overthrow of the Monarchy which ended 
the country's sovereign existence and claim to nationhood, a complex melting pot of ethnicities and 
cultures —not least of whom were Portuguese — had begun contributing an interweave of influences 
to the Islands' soundscape. 

An important part of the recorded repertoire draws from a wellspring of popular mid-to late 
nineteenth-century compositions by King David Kalakaua (1836-91), Queen Liliuokalani (1838- 
1917) and members of the Royal family and nobility — or a/ii— inspired of the close harmony sing- 
ing developed in US and popularized through the stage genre of minstrelsy. These relied heavily 
upon the harmonic and formal poetic structures of the 'Plantation Songs' of the Old South (Antebel- 
lum, or pre-civil war US) of Stephen Foster, et al., often emulating their style in nostalgic vehicles 
about the still-thriving Hawaiian Pineapple Plantations.’ This late mid-century 'parlor song' culture 
embedded a bel-canto, line, phrasing chordal accompaniment and harmonic and formal structure 
with an eight-bar piano introduction, typically scored for a solo voice and SATB chorus (but de 
facto male) quartet in the 'refrain’*Conversely, many songs, simpler in structure, derived from the 
pre-colonial Mele Hula tradition, were readily adapted to this formal harmonic structure, and con- 
stituted a large part of the repertoire. As such, unique features of polyphonic singing abound amid 
a diverse array of music recorded in and attached to the Hawaiian Islands at the turn of the 20th 
century. 


The recordings 
Initially, a troupe of Hawaiian musicians visited San Francisco in 1899 to record cylinders for 
the Edison Phonograph Company, including William Sumner Ellis (1874-?) and July Paka (1874- 


>These had long since been set up by disenfranchised US missionaries, and eventually led to the Island nation's down- 
fall: American colonialism proved to be as strongly musical as religious and economic. 


*Broadly stated, two decisive factors seem to differentiate Hawaiian songs of this type from their counterparts: 1. 
vernacular texts, and 2. their increasing use of Ukulele accompaniment in performance. 
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1943), none of which have come to light (Kanahele and Berger, 2012; 132-133). Despite claims that 
the next major recordings were by the Royal Hawaiian Troubadours for the American Phonograph 
Company (issued March 1905) (Andersen and Rockwell, 1996; 1), these were probably preceded 
by those made by the Victor Talking machine Company, for which a recording date of July 1904 
has been established (DAHR).° This roster of fifty-four titles, recorded in Honolulu, and so, prob- 
ably the first such on the Islands,° prominently features the Ellis Brothers Glee Club, a pioneering 
vocal/instrumental quartet led by W.S. Ellis with vocal solos by John W. Ellis (1877-1914). With 
a dizzying array of song-types incorporating some type of vocal harmonizing and polyphony, this 
manifest constitutes a crucible styles that seemingly defies the aforementioned rigid periodic clas- 
sification. The next recordings available for scrutiny were released or recorded on Edison cylinder, 
in 1909, featuring Toots Paka's Hawaiians.’ About this time, the Columbia Phonograph Company 
likely began recording its Hawaiian series of discs with an array of artists, including the [Lizzie or 
Ernest?] Kaai Glee Club.® A landmark step towards establishing this preexisting paradigm came in 
1912 with The Bird of Paradise, a play (by Richard Walton Tully), and the subsequent recording of 
its incidental music by Victor, in 1913 (Kanahele and Berger, 2012; 78-80).’? Following the tradition 
established by the previously mentioned ensembles, Victor united these musicians in the studio as 
"the Hawaiian Quintette." A year later, Victor began recording two more very polished ensembles 
including the Toots Paka Hawaiian Troupe and the Irene West Royal Hawaiians, representing a 
highly sophisticated state of development in the representation of Hawaiian performance elements. 
It is commonly conceded that Hawaiian music took the US by storm from 1915, which interest- 
ingly — coincides with the release year of the last recordings represented in our study.'° The last 
examined specimens come from a group of sides recorded at the end of 1914; their release during 
the subsequent year contributed potently to the impact already made in 1904 and 1913 by the two 
previous groups considered here, to say nothing of many others. This is also reflected in how the 
recording companies conceived and categorized these offerings destining them for "ethnic" mar- 


http://adp. library.ucsb.edu/index.php/talent/detail/43795 (accessed January 26, 2016). Issued by Victor with corre- 
sponding matrix numbers of its affiliate, Zonophone, which recorded them. 


°Giving no specific dates for these sessions (previously assumed to date from 1905), the DAHR ambiguously names 
"Honolulu or New York" as the recording location; with no entries documenting the Ellis group's engagements for 
1904, we must assume the possibility of either location. Affirmations of their subsequent whereabouts for that period 
put "The Ellis Glee Club" playing a New Year's Eve concert for the prisoners of Oahu Jail (The Pacific Commercial 
Advertiser, Honolulu, 3 Jan. 1905, 3), and at the "literary exercises" of the United States' Independence Day cele- 
brations the afternoon of 4 July and supplying music at balls given at two different hotels that evening (The Pacific 
Commercial Advertiser, Honolulu, 4 July 1905, 3). 


Toots, the American wife of Hawaiian musician July Paka (married 1899, San Francisco, Calif.), was the group's 
manager; both provided vocals, July as principal or solo, and Toots supporting at least two other singers covering 
several parts. Because of certain technical considerations and an overall consistency across the ensemble's perfor- 
mances on both cylinder and disc, I refer here to examples taken from the group's Victor sessions, with one exception 
for comparison. 


SThese include the present example with Henry N. Clark. 


The singers/musicians included bass W.B. J. Aeko, baritone Benjamin W. Waiaiole, tenors S.M. Kaiawe, Walter K. 
Kolomoku, and A. Kiwaia; additionally, several of these sang falsetto, as did tenor and "counter-tenor" Edwin K. Rose. 


lOindeed, I might argue that these first commercial occurrences are almost certainly what established Hawaiian music 
as a forerunner of Western (US) 'folk' and popular styles yet to develop in the mid-twentieth century, and whose traits 
remain current. Beside the earlier introduction of special guitars and their styles of paying, I hypothesize that the 
strumming style of American 'folk' likely grew out of the closely related ukulele strokes and technique used in 'Hula' 
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kets, a philosophy which ended at precisely that point in time: after reassigning domestic popular 
catalogue numbers to Hawaiian Quintette records, Victor released Toots Paka and Irene West Irene 
West (b. 1882) titles in 1915 as part of the same (DAHR)."! Similarly, Columbia's special "Y" series 
(numbered 1-30, and recorded c. 1909-15) was discontinued about that time, transferring those and 
future Hawaiian offerings to its domestic catalogue (Andersen and Rockwell, 1996; 3). 


Style traits considered 

Despite its strong dependence upon a melodic and harmonic language grounded on close 
harmony and the diatonic scale,'* Hawaiian polyphony of that period boasts some innovatively un- 
orthodox vernacular traits that transcend those structures (1.e. characteristic neither of Barbershop 
nor of congregational choral singing). While neither an attempt to codify traits nor to analyze the 
structure of each style component in minutia, the object here is, rather, to give their general descrip- 
tion and indicate where in the recordings they will be encountered. These consist mainly of (but are 
not limited to) the attributes shown in the following table (Table 1). 

Typically, contrapuntal elements and harmonic deviations are frequently superimposed on the 
close harmony, either interrupting or becoming part of it. In most instances, the voice-leading draws 
upon close spacing of vocal lines; this often connotes well-blended harmony with three- or four-part 
density where one feels the loss of individuality between parts, making it difficult to distinguish 
voice-to-part relationships. As a result, passing tones often coincide between voices, in parallelism. 
Another general consideration that bears greatly on harmonization in these recordings is that the 
melody is nearly always changed from the existing written versions of a song; because this 1s con- 
sistent, I will point out only cases where performances adhere to, or more obviously approximate, 
score notation. Otherwise, four-part harmony with the possibility of a fifth or sixth voice in overlay 
(generally, five in HQ, and six IW), can be assumed as the norm. This also constitutes the folklor- 
ization of songs, published as various ‘hulas."”” 


Their application: an observation of style 

We shall discuss these examples by informally ordering them according to three basic tenden- 
cies, beginning with heterophonic descant, followed by homophonic parallelism, rhythmic counter- 
point, and the amalgamation of the three together. In addition, Table 2_provides a quick reference, 
identifying the recording from which the example originates, key characteristics and the time-index 
of their location on each track." 

Halona constitutes a rare example of the early polyphonic style with seemingly heterophonic 
treatment. Encountered across several available examples, its unique use of triple meter is recurrent 


‘li ttp://adp.library.ucsb.edu/index.php/talent/detail/5 3995 (accessed 28 March 2016) 


For an explanation of its origins, progression and trajectory in the US, see: Gage Averill, "Close Harmony Singing", 
Continuum Encyclopedia of Popular Music of the World, Part 1, Volume 2: Performance and Production, Shepherd, 
Horn, Laing, Oliver, Wicke Eds. (Continuum, 2003; London and New York), 122-125. 


'5Not without inconsistencies, these are either anonymous or spuriously ascribed to a composer or arranger, which 
make it difficult to accurately determine their authorship. 


AR ecordings of Hawaiian Quintette (1913), Wailana, Moanalua, Aiaihea, Waialae; and Toots Paka's Hawaiian Troupe 
(1914), Toots Paka Medley used courtesy of Sony Music Entertainment. 


572 Riccardo La Spina 


in the three studied songs of the fifty-four ascribed to them.'° Ellis alters the melody as scored (a 
strophic sixteen-measure verse with no separate chorus). Lending a feeling of descant, an ebullient 
top harmony soaring over a lead and third part can be heard in three audible voices overlapping in 
what seems more like heterophonic counterpoint, while the two uppermost parts move in tandem 
over an almost inaudible bass to a rustic-sounding resolution on an open 5" (audio ex. 1, 2), 

Styles certainly evolved in the ensuing decade since the early period, just as renditions vary 
from ensemble to ensemble (as if from village to village). But failing recorded examples of early 
numbers, we turn to those repeated by later groups. Against the lyrical heterophonic treatment of 
the Ellis numbers, the Hawaiian Quintette blends techniques common in choral antiphony and 
responsorial singing in Jomi, Tomi, with those traditionally applied to Hula, at once a reasserting 
Hawaii's musical roots in unaccompanied song: the 'pattering' call-and-response solo, replete with 
trochee and trochaic substitution and off-beat syncopation is followed by dense syllabic overlay 
and boisterous interjections among all parts in the chorus; enunciated plosives betray Kaiawe's 
chant technique, compared to Paka's diction and lyrical vocalism in the chorus (audio ex. 3, 4). The 
recorded texts seem largely improvised, and only loosely based on the printed ones, often augment- 
ing the number of syllables per measure, considerably. The polyphonic/contrapuntal accentuation 
is largely constituted of a series of accents and dynamic stresses (by delaying the onset of notes or 
extending their duration without altering the tempo). 

Thus, even in the absence of conspicuous harmonic divergences from the embedded nine- 
teenth-century compositional devices (in the works of Kalakaua, Liltuokalani, Nape, etc.), rhythmic 
variation and syncopation incorporated between the voices assert themselves as typical of the Ha- 
waiian language, and therefore, its traditional folk style.'’ This rhythmic punctuation strongly con- 
tributes to a performative folkorization of previously published titles, given the language's predom- 
inance of rhythmic attributes, as in Tomi, Tomi. This is greatly extended in Aiaihea ("hula shouting 
song"). Here, the ensuing rhythmic counterpoint within the close-harmonic structure, and overlap- 
ping of voices, emphasize and adhere closely to Hawaiian's agogic tendencies, drawing their peculiar 
rhythm and syncopations from stresses in the language (especially when described as Hula’) (ex. 
5). Similar to the more moderate Aiaihea, but consisting of a repeated four-measure melody minus 
the call-and-response, Moanalua (att. Nape) applies rhythmic variation (syncopation) after repeated 
phrases in some parts, over a bed of straight, close harmony, and bass pedal point. Improvised Hula 
interjections and pulsated syncopations cause interruptions, varying the texture against a 'cascade' of 
layered voices moving in tandem, where occasional liberties taken amid straight close harmony lead 
to a neighbor tone suspension of 6% resolving in 5“ (over a tonic pedal) (ex. 6). 


!Want of evidence prevents my postulating my hypothesis of a possible connection to Portuguese harmony, where a 
waltz-time counter-melody is peppered by a distinctive style of strumming. 


lOThis technique is also manifest to similar effect in Hiu Hiu A’uhuai (Victor 15028, matrix 1164) and One, Two, 
Three (Victor 15014, matrix 1150), each in the same triple meter; the latter is usually credited to one Jack Alau (alt. 
Aliau, Allen), which I believe to be a pseudonym for John Ellis (with lyric by Sylvester Kalama). In contrast to the 
strophic Halona, each of these contains a verse and chorus (AB) structure. Hiu Hiu A’uhuai has not yet appeared in 
any other form, and possibly also originates with Ellis. Furthermore, while I am inclined to perceive some of these 
traits as indicative of outside influences of possible Portuguese origin, their consideration awaits future study which 
lies beyond the paper's present scope. 


'Kanahele and Berger, 2012; 22 demonstrates how bidirectional triadic movement, large intervallic leaps and repeat- 
ed note patterns constitute "signature traits of Hawaiian music." 
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One of the more typical, but apparently innovative, deviations of close harmonic convention 
comes with the introduction of freer improvised harmonies based on parallel triads. Of two ver- 
sions of Waialae, the first (c.1911) rendered by the Kaai Glee Club is a good example of folksy 
Ibero-American sounding waltz,'* while the Hawaiian Quintette's version is closest to the score, 
with the soloist taking liberties similar to Clark's in the verse (audio ex. 7, 8). The differences in 
harmonization (due chiefly to variations of the melody, which consistently appears to have been 
rewritten or arranged for the soloist's lower range, with parallel chords emerging differently as sung 
across both versions), is indicative of separate performance styles: the first avoids a final parallel 
Sth from above (but allowing it from below) in favor of other dissonances against the dominant; 
conversely, the second openly embraces it, almost effacing the dominant chord.” In Wailana (The 
drowsy waters), a particularly striking downward progression with stark chord changes 1s practi- 
cally unprecedented in other recordings (audio ex. 9). Other prominent instances of consecutive 
chords (e.g. root position and/or second inversion triads against otherwise rhythmically synchronic 
close harmony) —after Waialae and Wailana — come with the Hawaiian Quintette's Kuu Home (My 
Home). Based on the aforementioned 'plantation' song-form, a long solo cantilena and subsequent 
bridge in the relative minor precede the ensemble's entrance for the chorus (repeated once) (audio 
ex. 10). 

Harmony by imitation, where the melody is taken up by a part above or below overlapping 
into the next, or on subsequent beats of the same measure, constitutes another feature and bespeaks 
the elaborate nature of Hawaiian music during this period. Compared to similar treatment in both 
West selections, the initial melody of Zoots Paka Medley also proceeds with the interesting layering 
of voices, as in Aiahea. However, despite the additional jarring harmonic progressions over limited 
parallel movement, it corroborates a preferred avoidance of consecutive chord or fifth passages in 
Paka's renditions (audio ex. 11). By contrast, the Hawaiian Quintette would appear to have pioneered 
the clear application of triadic parallelism, which later became an emblematic fixture of US style.” 

’Ainahau presents a synthesis of components. After illustrating the possible influence of Ellis' 
Halona (albeit with a bouncy hula in 4),*' and being similar in harmonization (especially at top), 
its less close-harmonic, more contrapuntal style shows its true polyphonic nature in the use of 


'8k anahele and Berger, 2012; 460 calls Bandmaster and flautist Maj. Mekia Kealakai (1867-1944) "an eclectic com- 
poser" and Waialae "a Spanish-style waltz," dating it composition to 1902 


Without attempting to pinpoint outside ethnic origins (comparatively), let us assume in this case that parallel chords 
are a factor inherent of Iberian influences in the widest possible sense (be they Portuguese via Madeira, or 'Spanish' 
via Mexico and the Paniolos); I have also observed them in Alpine (i.e. Tyrolese) idioms as parallel triads, in zither 
accompaniments and voice-leading. For an affirmation of how "Block-like parallel movement in three-note or more- 
note chords" and "parallel triads abound ... in Italy and in the chordal part singing of Germany and the Alps, as they 
do in other "ear-born" choral and instrumental traditions," see: David Reck, Music of the Whole Earth (New York: Da 
Capo Press, 1977), 292. 


The use of parallel fifths will eventually become ubiquitous in the Western US 'cowboy' singing that will develop 
and have its apogee in the 1930s. This may entail less a transference between workers migrating between different 
cow-herding cultures, than the probable influence of Hawaiian musicians on their Mainland counterparts. Yet, the 
question of a convergence of traits drawn from the vernacular singing style of Mexican vaqueros (cowhands, or pan- 
iolo, in Hawaiian), Portuguese field hands and theatrical 'minstrels' begs closer scrutiny. The proper historical context 
may help foster a better understanding of the music's development out of the early twentieth century. 


*lNowadays, modern performers tend to prefer slower tempo in their renditions of older songs; in the case of ‘Aiana- 
hau, this often means over-sentimentalizing the already nostalgic lyrics about Princess Katulani's home. 
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canonic imitation and in its almost formulaic emulation of the Ellis' countermelody model with a 
final cadence of descending parallel triads (audio ex. 12). Conversely, their recording of Meleana’e 
(Hula) manifests everything but descending parallel triads: the syncopation 1s accentuated as other 
voices are added in the style of HQ's Hula renditions; in subsequent verses, improvised variants in 
all voices ensue after several repetitions, with a voice (often the lead or one carrying the principal 
melody line) interpolating variations with different notes (audio ex. 13). 


Conclusions and appeal for further related studies 

An effort to compare the songs as recorded to available scores proved an enlightening, and 
necessary methodological challenge; moreover, source scores for several important pieces still 
elude us.*? Record labels may indicate generic distinction (particularly on Victor recordings), 
grouping some songs into types as either compositions or un-credited ‘ethnic music.' But this proves 
unreliable when performance practice allows for improvisation beyond formal composition and 
arrangements, which — stylistically — can lend or amplify ethnic character. While many pieces of 
repertoire were certainly formally arranged, further evidence of a performativity-driven production 
arose when checking against available scores. Discrepancies abound between recorded versions of 
published songs. Jomi Tomi, for instance, 1s practically a different composition (in text and music) 
than that in the surveyed recordings, all of which are consistent with each other, whereas, Moanalua 
is credited to David Nape (1870-1913) on the label, but not related to it.** Similarly, a solitary ar- 
rangement of Halona puts the melody in the top voice bearing no resemblance to the two distinctly 
different countermelodies given by John Ellis and Irene West, respectively. Many other early songs 
had certainly undergone a great deal of transformation by the time they were assimilated into the 
repertoire of modern ensembles, often with changes in the original text order and formal structure. 
The score to ‘Aianahau (audio ex. 14), while betraying some of the harmonic peculiarities of the 
Himeni, does not approach the folk-like treatment given it in the West recording. All this reaffirms 
that 1. harmonic peculiarities heard in these recordings did not likely stem from formal compo- 
sition, and 2. their presence bespeaks a recent or contemporaneous shift towards a developing 
Hawaiian vernacular or folk-paradigm at an important phase in its evolution. This may be because: 
1. many of these songs were either written and published or arranged with piano accompaniments 
before new, foreign instruments and folk-styles (e.g. Portuguese) were absorbed into the musical 
culture during Tartar's second period (or early in the third) under the still strong influence of the A/ii 
(royal/noble) composers; and 2. their recorded performances involve an emergent folk paradigm 


*2Fxamined sources include the following: The Aloha Collection of Hawaiian Songs (Chas. A.K. Hopkins, ed./arr.; 
Boston; O. Dittson, 1899): D. Nape, Zomi Tomi, Moanalua; J. Elia, Halona, Princess Princess Miriam Likelike (1851- 
87), ‘Aianahau. The collection Famous Hawaiian Songs, A.R. [" Sonny"| Cunha (1879-1933), ed. (Honolulu; Berg- 
strom Music Co., 1914), containing: Maj. Mekia Kealakai (1867-1944), Waialae (arr. Sonny Cunha; © 1914) and 
Halona (atr. J.Elia, arr. Sonny Cunha; © 1902), without harmonization. The Royal Hawaiian Collection (Honolulu; 
Hawaian News Co., Ltd., 1907/1914), containing: a four-part Ha/ona, and without harmonization, Meleana ‘E, Waila- 
na (© 1907), Waialae (©1907), [Nani wale kuu home] ‘Aianahau 


31 should perhaps be noted here that after the elusive Hiuhiu ahuaui, Nape's Kuu Home (or "Old Plantation") has 
proven the most difficult to locate; no score has yet surfaced. 


24 aka's Edison recording of Tomi, Tomi credits a Solomon Hailama, which, though unknown, would explain the dif- 
ference between record and score. Though Kanahele and Berger, 572-573 avers Nape's use of interesting harmonies, 
beyond a rustic-sounding chord amid the close harmony of Tomi Tomi, the absence of notated evidence of the consec- 
utive triadic motion in the Kuu Home recording begs further inquiry into the sources and origins of such arrangements. 
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that incorporates both native and immigrant style components. As shown, this does not imply that 
formal harmonies were not adhered to when the case warranted; but the propensity for deviating 
from them by supplanting rustic formulae is undeniable and lasting. 

In the end, while it is tempting to identify outside influences, it is necessary to accept that an 
amalgam of ethnic styles weaves a tapestry too complex to unravel and isolate in the space of a paper. 
However, we should begin looking more closely into several facets of the development of Hawaiian 
harmony and polyphonic singing at the turn of the twentieth century, which to date does not appear to 
have been studied in terms of rhythm, song-type or elements of Portuguese musical influence, for in- 
stance (to say nothing of the paniolos, Mexican vaqueros or cowherds, present from 1830s to 1860s).*° 
It is therefore essential to note that the Portuguese, who began arriving in Hawaii from Maderia in the 
late 1870s, immediately introduced not only their musical instruments, but surely also their traditions 
of song and dance. As a result, approaches to performing and style began changing dramatically by 
the 1880s, when many of our musicians were formed, and which, undoubtedly, must have paved the 
way to the formation of the new type of troubadour ensemble —represented here — by the 1890s. Thus, 
as a developing vernacular tracing its own peculiarities and identity, the Hawaiian harmony-melody 
complex becomes unique unto itself during a time when vocal harmony 1s still indispensible to it, and 
the music begins influencing itself progressively through live and recorded performance. 
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Table 1 
Attributes of Hawaiian Polyphony 


Attributes of Hawaiian Polyphony* 
89g904MN 8MEmagmbanb Esdsbsbasmgdgemn Mmgabgd96n* 


Contrapuntal Elements 
IMO GMod-gbOJ§ Gero 96-9995 HI60 


Melodic (related to pitch) : Rhythmic (related to text/language) 
BgemmenyMo (Wsgo3doMgdqemo dagMoambo- ! Hn8d4yemn (Q5393d0M 7d44~m0 8g JbGmsb/gbob- 
domengdMamdsbor6) ! os6) 
=> Descant Countermelody : = Variation improvised and repetition 
=> Cab 36GyMa 3mmogmbons : = Nd8MMgZ0dbs(3OEMa B9MHaM do Wo 
: aobdgmmMmyds 
=> Heterophony ! = Density of syllabic overlay across parts 
= 89G9MMQMbo ! => bdoms dmMoab doM(33egd0b 
: dgmo3b900/~mog 969 
= Homophonic parallelism : => Patter (like recitative) 
= 8MIMAYMbaYMO 89MHomgm0bdo : = Lomombomdgmo (Mo7RoGoGog0b 
 8baogbo) 
= Parallel triads descending/ascending : => Trochee and trochaic substitution 
= 89MsmgmNMa bodbdm30b9d960 ! = HAMAgobs wes JoMgab fhobo(33@mgd0 
MoMds3zoemn/sMdo3ocmo , 
= Three-or four-part density of voices : => Syncopation (off-beat) 
= bdsme Lod- 06 mmbbdnsbmde : = bob3m3 960 (God Gob bo b& Bom) 
=> Ostinato : ==" Note extension (without tempo alteration) 
= Mb8obo8~ ! => bmMG®ab yogmoemdab aoamdgemgdo 
: (8 9080b (33momydab aomgdg ) 
= Pedal point | => Alternating stress and agoic accentuation 
=> Lommasbm 386480 : => (330g d9E0 d4(3g6HJjd0M samangyMo 
: bobaobdo 
=> Overlapping of parts or voices : => Delayed note onset 
=> bdoms Ao~MoX3ZoMg~@nbyd0 : => d930390em0/dgbgEmgd4EMn OM Bam 
: moby jd 
=> Harmony by imitation ! = Verbal interjections/shouts and cries 
=> 89MIMbas adaG®oMgd0m : => ggmdoemyMoa Bodmdobaamgda/y30@0~@0 


! @o &oMamo 


a eft ys i SP Se ay hil i 
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Harmonic Elements (influenced by above) 


ToMImMbaycra 90790968960 (BjIIMsEbadbyoma g5d6394qE™0 


Triadic harmony 
b566dm35693960b doMdmbos 


Parallel chords 
BSMSCMICNIMN 5 320-MCO0 


Consecutive or parallel fifths 
doMoemgyemMa 33068960 


Open/bare intervals (4th or Sth in parallel motion) 
= 6300960 Jbmeame 3730680M, 6906(300b 904909 (335% 960b 56 33068960b 
JoMOC~mgemnMo ImdG5mébs) 


= Suspensions of 4 or 6 (e.g. above a major tonic triad) 


=> 330 G0b 06 badbob d9730396960 (dog0cmn00@, Jsymmyernn 87603460 
b566d3569d0b6030b) 


Pedal notes (in voices other than bass) 
Bj@omyMha 639960 (as60b 8°05 bb30 609400) 


=> 
=> 


Neighbor tone anticipation 
d9Omd9em0 §Mbob 6060L6% 760 639%» 


Parallel intervals 
GoMoe~mgyemyjMn 0639730 IG0 


Non-chordal passages 
oMsd30M0O9M0 35boy79G1 


* While certainly not exhaustive, the attributes named above reflect the most salient traits to be found in 
the examples presented here, and are offered as a point of departure for further study. 

090M hodma3emoacm0_~sdsbsboomg9dg9e~0_012930b96-94946960 56565396 oJ bo%dM@3 960 bod4d9d- 
do sMmbgdaqem 9390509 630907 boMmdMh9bac 530b964965b ~s J7d~@3Md0_3307930b sa3cmols 
69 80c~0b bobo. J9dM0530 09640. 
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bqds 2 — hsb 9G0cmn badydgdnb smbgmagmmds 
Table 2 — Descriptive Guide to Recorded Examples 


Descriptive Guide to Recorded Examples 


Version/Title 


EB/Halona V-15017, Triple meter: descant countermelody, ho- | 0:41-1:16; 1:52-2:27; 
1153 mophonic parallelism, open 5“ 2:44-3:01 
bodboems@0 8480: (@ab30644%0 3ob- 
BMI7EMEONS (364%53-76.480), 
IMIMAMbaAMHO 3oMS~MgCM0 bdo, Bdob~ws 
3Jg0b Ge 
EB/Hfiu hiu a Triple meter: compare with Halona (des- \ 0:34-1:08; 1:41-2:14; 
uwahi cant, countermelody), suspension 2:30-3:02 
bodboems@o 8980: d9~@0966 Halo- 
na-booeb (wob 2560, 30685346430), 
Dd9303960 
HQ/Tomi, Tomi | V-65340, Fast Hula, duple meter: parallel 4ths-5ths, | consistent throughout 
B13117 call-response, interjections 


L6M090 FEM, MMbOESE@0 IY8M0: 


BSMSCNIMMHO 3.3.5960-33003,960, 
Imdoboemo-dssbyb0, bsdmdsbae7d0 


TP/lomi, Tomi \ E-1917, J9@57965 b9dmor Imy35boc~mors6: consistent throughout 


take 2 Fy, MMbaMs~@0 78M: dj@sH738 
W/HQ 39b0050206. 


HQ/Arathea V-65349, Moderate Hula, duple meter layering, 0:52-2:14 
B13162 suspend 6“ over 5“, improvising rhythmic 


variations, compare to, ex. 5 
OmdagMa Fem, MMAbaCS~@0 I-40, 
GBS GLO LAGhGS Ig G0G9S GL 3306- 
G0b 05309, 003830 09dq4e™0 M2hd4- 
em 38708(30960, I70@. G93. 5-006. 
HQ/Moanatua V-65341, 69em0 dyeM5, MMba~MS@0 4780; 0d- 0:46-1:07; 1:19-1:40 
B13144 0893098, 6J(396807964EM0 MaGdnemo 
3005(308, bob 330% 9605, 008030 09- 
ane 350568960 


EK/VYaralae Moderate Triple meter, parallel intervals, | 0:40-1:20; 
improvised harmonies 
0mdng9H0 Lodbo~@mse@n 848M, 35%5~™9- 
enfin 06890300960, 083030 0964- 
m0 350060960 
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HQ/Waialae V-65345, Compare to above: adds parallel triadic 0:34-0:40; 1:23-1:39; 
B13116 progressions, parallel triads 
J9@9965 b9IMs@badbye~mons6: 
Odsd5A9d4ems doMsemyemy Mo bdbdm- 
306960b 015600009336 960, 30%5~9- 
mama bsdbd306946960 
HQ/Kuu home V-65348, Ballad, duple meter: close harmony sus- 1:37--3:31 
B13145 pended, 6° over 5°, bi-directional parallel 
triadic chord movement 
350M, MMbBaMSC0 BMI: F5MHIMb05 
306M 356075396000, d977039649am0 b9a- 
JGbGo 30056939800 330600, 3sMo~ 
ogy 0 b506d356960b 53M ~@ 960b 
mMdndsMmayeng7dasbo ImdHemde 
HQ/Wailana V-65339, Hula, duple meter: 4° or 6° suspension; 0:41-0:59; 1:37-1:55; 
B13154 downward progression, parallel fifths 2:32-3:07 
open, parallel triads 
FEM, MMAbaMsS~@0 BM: 3350b 6 
bab gob d9303986, gz0AG0b 06 badb- 
(GOL J9 353.980; CSCI5390 5 3017—O9™0 
056d0d:09360, doMoemyemy Mo 3306- 
(8960, doMomgemyMo bsd6d730694960, 
33068530960 
TP/flatona V-67418, Triple meter: compare to Ellis version; 2:28-2:32 
B15352 uniquely contrapuntal, parallel chord 


movement 
bodboemse@o 8480, djc@s%965 gevobob 


39Mbasbo0b; gMMs@gMoar 36 o5346- 


TBI, BSOMILGAGH SZMMHCO AMO 
Imdiiemde 


TTP/Toots Paka \ V-67027, Hula, duple meter: imitation, overlapping | 1:01-1:26; 1:39-1:50; 
Medley B15104 voices; non-chordal voice-leading; rhyth- | 2:12-2:39 
mic counterpoint, 


FEM, MMAbaEMS~@0 348M, 0008(300, 
60505 355% 3579006960; SMd5- 
gommoyeon 68505 b3e%s; Mo8dycMo 
JOG M537b 430; SMdszOMEONCMO bds07- 
ob30M5 
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IW/ ‘Ainahau V-17864, Fast Hula, duple meter: countermelody, 0:38-1:12 
BIS511 imitation, suspension; variation in second 
verse 


L6M090 340M, MMbaEMsS~@0 B~MA>: 


36875346480, 000(45(300, 09353900; 
30M05(308 09MM] jdong do 
IW/Weleana e V-17864, Slow, duple Hula: rhythmic counterpoint, | 0:21-0:29; 1:54-2:03; 
B15530 syncopation, trochee, 6 to 5° suspension, | 2:10-2:42 
improvised variation 
69em0, MMboEMs~@0 FyEM: MHOHIqEMO 
3b 753876480, bobj3309d0, 3M- 
J90» 3506806396 bggbGob 6932399: 
00330696400 3570965, 33064 0b 
badbGom d9353900. 4089003 3.30680- 
do 69~@760. 


Legend of Abbreviations 
RYoxen) i) 309 84M 
Performers: 


DgdLMyEMgdeM)60: 


Ellis Brothers Glee Club (EB), Hawaiian Quintette (HQ), Kaai Glee Club (EK), Toots Paka Hawaiian 
Troupe (TP), Irene West Royal Hawaiians (IW) 


Record Company 
bdabhodb4M0 3md39b0960: 


Victor (V), Columbia (C), Edison (E). The record's catalogue number is entered first, followed by the 
matrix number and separated by a comma. 
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MQN3IF 8IAHLSb60 
(BIGASE6NS) 


NBOSCNIM-ONSIEIMN AMosoN'bINSEN LNILIMNL 
J3d69L5EIR 60 BNL 9M69GIIIAN 


|. dgbogsqma: gMnbdnsbmdsbs ~s IMsg9e™bdnsba bLadmgmab 

d9M 83 Ignmeogdb dmmob 

oMmdgMgdjemo (Arbéresh) 8MMaQ\Mbaab aobbo3yqQmMydymo gQmMdab LHMyAd®qMyemo 
sboemn baw 53939djeM0 49(3609M]d0 Mobbd~ d096 adodo, MHmd a0 of boMIAMse@a bb domme 
OG 8IMRIMAO(30~ = CnsgQmbosb, MmamMy3 gb SsymasMqmab ‘bmangMma Mygaomba~@sb 
(AmamMMa(359, Dsaoc~momse, Jm3g60 ws B8o%obo) B0(30m; 9A0, 9b939, bsMImMs@—,9bb, 
dj 86omoe@, MM bdob dmmob, 06 Bmangma bodbdosb Lodegmsday3, yMongMma,dgegdob bb3eo 
RQMMIJdL. bdoMs@ DoMBoagz0 06S MZ9e~mgEd0 — &9M309d0 Ed Ladb& Jd0 ob&\mboM|dqemMn0 
Logdome@ wabmbsbbymo@; adagomo@, md abobo as~wsby@gdns6 dbmeme bodsamobsomm 
ImdMoemdam, Jodab, Mmeagks(3 ImdM0mdgb6 mJ4Go039d00b396, 330M SH jd0b396, o6 33068 9d0b396, 
sbeos qoabmbgdmb, 339MBJdmob, 33068 7dm0b dosbemydam. gmbbmbobbyd0, Mmamm3 
Bobb, aobabsbm3Mmgds 94Q3MM abGyMZgo0Egd0b ,8amsamHyemo~ ob&mbsyoam.' dgmMy 
Agbodmgdgmo0 dowamdss semdsbyMa Cs oGomoyM-omdosbymMo IMogombdosbo bodegmab 
RMMIgd0b BmddoMoBoyemo dobbo3mo (Ahmedaja, 2009; Pano, 2003). 

A9do  Lb&MoGyaQoco =aogn9bHM = dMogombdosbo = badmegms, Mmamm3 IMeEoc~Mo 
JAmbdosbmdob 898 MmMAMboy~a a’bom bLodegms. bmaxgh bmangman fhobsbymo 
IMozombdosbo badegmoab bodydow smnddgds, doamed ob, 0b939, dgodmgds fhoamgommb 
“ybobmbymoa bod@egmab  bsambobgmdse@; bmangmma  dmd~gmemn LAM yd ®ymy~ 
ghagymgob Jdbob mogabo bdob oMBo3ymogoab dgby3q Gob, Mo3 Loge@obb30 Mganb&Mgd0b 
ModsaMabsoM9d0m, 9bg39, soMomymyMHon bdgdoM 96 EMM|dOMO S_MEMboM, bodb sqb3odb 
socom goMaggge Loggogmgdb. 

1961 6. mabagab&doe wes wnsemg|d SH gdob gdb3qgmBdo x'°0939 8. aobasemgd bLogg@m bob 
Bagmems Ege’ smMBmdo honbygMs JMogo~@mbdosbo Lond~mgMe. aobasemg oddmdb, MGmd ogo abygdo 
Ime@omyMa ImbMeEnNmM ws Z3aMsM@ Ids Job RoMam|db aoMgm (Belluscio, 1998). (oy~@omdoa. 
1, dog. 1). 

Igbod9 asbdgmMyadobob Im3m9 Ig~mmeanmo mgadbo adeEgM9d0 MMH bdsdo, dodobs3 yo, 
oy gb AMogzombdosberds SqMombymoa yyb4(300b JJmbgo. gb, daMamse@se@, IMBo3oMygdyemn0 
RMoaayemo Age~mbab (96 mesos tetartos, JdmemME JogMmG®mbyMo o6Gmbs309 oMos 0d~j6se 
Cdsd5~~0) ZomMyMHoa LAMYIGyMam. MMbsdg7bH dob oMBoyZyems(309 939M] 093308 yMoeo 
693d9d0m fhonbyM9d0. 

A9do0 asdm3@amgdom, ‘dg80M0 = HMoe@ai300b doGoMydgm0 Amdegmegdob dogm 
IMozo~mbdasba bLodmgms bdams@ of omoddgds, Mmamm3 obgmo. IMogoembdosbmdsdo 
Lod@gmobob, obobo, Mmamm;3 Bgbo, bogqmomMa dgbbagMgd0~@sb DoMBoago0e@ obMeyengd96 
domme ghm ob3g4qGb. Mmamm3 9dazoMo dhogombdonsbo dabMmymgds, abg dobo Mayo 


pogab RYEOSIAZEGHWM 33emg30d0 ab—MAg763—- C9 aoyOor yyMoemM|dosb odobgo~mgdb 09 R049, md bodbdo- 
S60 Lodmgmgdn 493MM MMO MMbdoSbMdob YMongMa,dg~@gdob bLobomss MMasbobgdyemo, Lows(3 gMa-gMao 
bdo Bodygoboo, dodob, Mme@gbs3 dgmM] ws Agbodg bdob dmMab bogemgdn 06G gMo4(3099. De Gaudio, I., 1993. 
Analisi delle tecniche polifoniche in un repertorio polivocale di tradizione orale : 1 vjersh delle comunita albanofone 
della Calabria, Modena Italia: Mucchi. 
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BsaMb5b9md0(3, Mo3g~@odoM3gm@mo@ aodmdenbsoMyamMdb nd38MMgnds(300@0b6, HMo~@a(30%4~m0 
Lodegmob dgbajgomymo L874 84Mo@ob. 

oMdgMgdqemmo AMogoembdosbmds (polivocalita, musica a piu parti) B»mMdIms@agbb 
domyobyMa AMogoembdnsbmdob boamMbsebgmdob, Mmdgema3 Wodobsboomgdgmos ocmdob4yMo 
gnombabagab, ‘dOmangmon gmmgas Job Imabbyb609db mMMnanbsemyMo Lobgmbme@gdom viersh 
06 vjesh.” sg, MasmyAMs@, 393M yobMdos BoMdmeEagboemn IMogoe@mbdosbmdob smbodbyemo 
Pddsbobosmgdgm~m0 QMMHIs. HL yobM dno: stornelli (boboygsG jem bodImgMs), canti di sdegno 
(aabbgmdomydab bodmgms), canti nuziali (bsJeaomboem bod@g%s), kalimeret (bo8Gm3gbom 
qdgw@go0b mobdbemgdn badegms, Mmdgma3 Amgmoa g3bgd0b B30MQg~qCmob aobdog~mmdsdo 
L&yemo9d9), vallja (So HMomByemo (399306 boambsebgmds, Mmd~moab EMmMbos3 IMIM|MEm|do0b 
MMa YayRa JgMadsbymb asws33gnb ghMm depBob9) © L630 bosMmeE3gbom Jdgce@gd0b 
mobdbergdn badmgmgdo @o 0.d. oemdsbgmab Dbasgboe@, gb bodmgmgon(3, 96939, LOymagdo 
SMOQMMIGSMNM dgxb3Zg7OEM {dbo Wo OEMpbobboymgdbq, MME QbI(3 IJQAMdMgd0, Jg7‘OMdenqd0 96 
Bomgbs3960 b3~@qd006 9MmMdobgob. 


1. s@gZa~MMdMagN BMsen(30g9d0b ~s36nbygd9, cm 3+7dgHBaM_d~4yeEmn 1950-n56n Bemgdne@sb 
3939Mjd4yEm hobsby9MgQddn 

oMagmMgdob mgddo 1950-ns60 begdob dadega asgqmgeyema bogdb3ge@a(30m fobobyM 960 
Lodyjoemgdob adeng39 dggabbo3mmam dhogoembdosbo bad@gmab dmbo(39d960. 96939 grergd(30gdob 
Los, Mmdge0(3 bgemdobob3c@mdo oym Agdagab ews fgdo 33e~mg30b bog qd3ggemb bomdmowa bb. 

dahams@se@, Lobg bo oMse LOEMMbsdmg306n asbgamMeM d9, oMsdg@ Jemgdnb, Eomdsb3emoab 
domme doMameg@o &96@96309. 030, IgGGbomoe@, gobsaMmdgdyemo nym a~mmds~modgdab 
ao3mm gba wo aobsmemg|dob bLodobabHMmb di3@omMa ByMbom, M3 LH Ymns@ ho3goM@o 
ds9Meyb3mbob Mayadob EMmb. 2007 Bemo@sb wonsmadGab ao33qmamg|dn maRa(3n09emyMo~ 
SIMIdYE ofbo Lobboge~mm 8HmaMsdgd0eE@96 (MmamMHy fobb, ByEob Esdmagab dobbom, 
doaMsd dob wng~@n wWobsgomMan aodmobgne — d93Mdo s@anmmdmMngds mgdds WojoMas 
RabsbbyMma dbosMesdgms dob dgdmga, Mo(3 bogdomabs@ 0M BMH yAbo3~@bgb gmbo34yM 
(30M ]bM39db9). IqmMHQq dbM03, 2007 Baer, 95b939, Jb0dZb6ge~mg560 Baca nym ad 39%dm 
aba gnsGaggdaboms3ob, Mmdgemai3 NyQMoeE~rgdmr ImemaGha3zmbydom aodmb3gqqjem OMosdsGyom 
(33000949009 Mg0QR0M|d@d. 

M3 dggbgd0 ghao mgdob segommdMng GHMs@a(309db, MaMM|yMds HMs~@0(300d bewo 
asnsMmb d33gMMa (33c~mamM|dg60, aobbo3yMMJd0mM dodob, Mmeagbo3 dsobybobdagdemmds 
d9deE9A0 Momdab dmd~m|MmmM|dbq Imeab.? MI73 Jggbgd. BMMd~mg|dsGyMmdob, Mobo(3 
35330MeJdaM, JgLMYmy|dgd0b hobsbyMyd0M Yyr3gqgemagab oM WobSyMeo ds, Mmd soM|yEmo 
BobsbyMgd0 dgGo@ 3md3gHg6GyM0s ImdA~M|Memy|db dmMHoab; doamod g¢43gbaoMgdg0, abobo 
smobGyM{o96, Mmd Omangmon bLodegmse JMgdo Cs bdoMs@ bLobodm_gmm MgadqMmGxyomMo 
4RMM d30ME ds, Jsas~mams@, BMobdnby8mb JgmMy AMogembdooba vallja-b dbasgboe. 


nod @mdGingow, viersh ydMsmme badbs3b ~madbb, BmManghma Logygedo ob ombadbsgb IMogom@mbdosbo bode- 
JHab 3mb3MgGqem QrMdob, mybaMmda 3a — Lodmgmeb, HmdAgma(3 ay~WobGgamMam LHymeogds. 

344 BMOQMaA 8B qd0 domnsb wAGosmAMs@os smbgyMamo bob dssbamgb HMos@agosbs Es CEn~@d bymdodsmob 
ddnbMbg kalimeret-ob LodmgmMsbmsb sjo3doM {d0M. 9bg39, ©0393302M@OM, Mmd Bmde dgai3gomo 1977 Bemab 
Log db39@0(30m fhobsbgMgdnbe wo 0d (3(3bo~mo HMos@a300b aom3gomoabbobgdam, Mabo gadboMg9d9(3 dggdgemom 
drme~mm Begdnb aobdogemedsdo. Belluscio, G., Conforti, E., Gerlach, O., 2015. Multipart Singing in Paraliturgical 
Music (Kalimere) in the Calabrian Arbéresh Communities of San Benedetto Ullano and San Basile. In «Multipart Mu- 
sic: Individuals and Educated People in Traditional Multipart Music Practices» Proceedings of the Third Symposium 
of the ICTM Study Group for Multipart Music, Budapest, 2013. Budapest: Research Center of Humanities, 142-169. 
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80M3Z9MS ag0 fobgMs CagaAM 3oM808 e~msd 1954 6., Amagnsbygdam jo — aGoeem gemdmd.* 


OMALOMIMdnM, MmamM(3 LogymoMa bLogJb3g~@0(30M B3ZE~mg30bob wo30~@anbg, dob bo(33cmo~e@ 
domme bb63s, gHan Rogn®obos6 sbeomb dymago, vallja sHob b9MdImeEagboeo.” 


2. sOQAEMMSMngn IMsg9embdnsbo GMseoa(3anb smmMHdnbyd 

SMdg9Mgdo LHYMnsE IMyAMMeEbymMs@ smIMAb@dS od gbgdab Bomge@ bosdo, AmdgmmMs(3 
bLoaMmaby gdqdMgdom. 2006 Bomb, Amegbs3 xyobo dgemyb3md Codd GHogyo bob gdgHMom 
3MMHmbgbg ImadbsyMmdsdo (nQ0 MMOMAaMsgoabs Ed aMosdsGoj0b bLogombygdob asbboe@ms3ob 
dadbbam b3egdme@s bygmemob dsbbs3gem9de~9d)), Rogob9Mg dobbo3mgdmgd0. dodob 39m 
do3b300, Mmd gb dgb39@Mse QMa-gMmn wBZo0bob369ema OYym, 3Z0bs0~@06 dg9dw~g—a bab 
y3gmo dobbo3gem dogma qdydq30M0 aosbwoo. dom~mme bergdob dadeogja, Mmegbs3 Mmddo, 
bo8ag6(30b ba39Mbo 8 8do dg363CE0 CEnsem|dGgoob gdb38gMBb, dogb3e@0, md bo G®yo30 
OMdISHymoso Jgqa(330~mo. Jom gbab Emebsbmsb wosjzogdoMgdyemo bLoaMambyemo daw Jag00b 
Agbobbo3gmoe@ dgdmagmo3o0g9b 8mg4GJd0 wo domeme fAgdb beaghmda wob3yjboob dadega 
Mase E@sabygb boydoMHa 36mdemg9d9d09, GmI~M|dbq LoydoHb Mogb oMn~@ S96, 3nbsa~@sb 
gomb3ab 439d wagds Imgma dsmn dydomds. Agdo 80M39E@m0 AobsbgMab a539mgQd0~@06 somo 
Bemoab d9de@92, 3033093 Ms AMsgo~@mbdosb Lode gmMeb, dgdodmas 3m1430, MMd sMbydmde@s 
Sd dLmMgmoam d9d330@MQMd0b AyNbogomAM bobo~mdy BMyAb3:0mM asdmb3qyeE0 d93M0 
Lo3z0@obb30 Bodmby9d0 wo aba3noG03~0. 


2.1. dsMas msyMagmb nba(3n38ag9 L8adbsbsborsb6 ~ws353daMgd0m 

JMn-9Ha0 domasbo wsnbym 2002 Bomb b39(386— se@mdob6ybqd0 (Spezzano Albanese — 
Spixana) (Laurito, 2002). doMos mood Ig0bboge@ms jocrd9H9H0b (kalimeret) ®oJbo, 
oyd(3 0d Lagfmb BmangMan mabagabSo 0M JFbeEMdmes HyJbG dob dobgyem Myg~@o4(300b. 
doyybj~@o30@ odobs, 9Mm-gMan joomdgMob IAmbdgbabob dyob39 dq(36m dge~mmens 306hg6(3m 
ms 396sb 1992 6. bogdbdgrmng3om Robob4M d0@s6° (sj~omdog. 2, doa. 2). 

od dMogoembdnsba bLodmgmab gQofGyMmo soMoemgmymha SH M30g9d0b bsaMbobgmdob 
boMdmo@agbb, doamsd MGdo 0dagoMo@ (33~@moab bdomse dmmoab drmdMomdsb, md dMo3oembdosbo 
Ggqbo30 sos godgemob’ B9GomgemyGo AmdMomedob Abasgbo (sy~omdsga. 2 3, Jog. 2). 

doMas moma smb dogm 2008 bomb aogqmgdyema maai3oomyMHa fobsbyMgd0b 
ImbIgbabob 363e@960m, MHmd ImIM|_MeEmg|dn, 3nbMosbo(3 a0 Aydomde@s, JAMA mxobob 693H960 
043696, seMaym@mo fobsbyMgd0b dmdmegmemgdobasb asbbb303960m. jocmadgmsb bode gmob 
domo dJgmmeo, gHao dbMo3, ,aoyobyemno", JoamMsd ogo, 03939, (3609@0EO sE@sbSqjM]db 


Fogo Md3Z0b0960 Mobbdmdam dbmamme fobsbyMgd0b b6s6y398 960 aodmage fAgdb 396 aggqm@dg, do- 
aM5d MoMo~n, (369E@05, RM~M agnsboo, 1970-n9694d0 96 y3qcmbg se@M] 1960-09660: http://ensembleison.de/ 
calabria/archivioE]mo.html 


Ricci, A., 1993. Quelques aspects du chant polyphonique traditionnel en Calabre. Cahiers d'ethnomusicologie. An- 
ciennement Cahiers de musiques traditionnelles, 6, 87-98. Available at: http://ethnomusicologie.revues.org/1402. 
S6GmMbg~mM Mohad Ed MMdgMBo GHyhad woogogdboMgb ghHoo fogo®ob vallja, GmdAgema3 do~osb sbemmboo 
vallja-Lomob, MmAgmbs3 EMAL QBMobhabySmdo Jegmoeb. BMobhabyBmb mobsdge@Mm39 vallja 0b939 woRoJ- 
Lomgdqemo oym boGgemg300m EM 37d96G4 gQomddo: https://www.youtube.com/watch?v=crf2Zsdov 

La Vena, V. & Borsetta, M.P. hrsg., 2001. Organi e organisti in Calabria: Contributi per lo studio dell'organo e delle 
tradizioni musicali religiose, Rossano Calabro: Associazione musicale ,,[l Cerchio". mobesmoaym CD-%9 smob 
L38ogbobob Jomeme ghMano jomndgM] 80, EMByIZG Joyo bogymsM fobobygMdo, MHmdgema3 dob 1992 Bomb 
399M. Ieraaqmmeoebgemo oym, Md gb 3mgo~myMa BoMomoGHyMaajzymoa oosmy Gob bogommdgemoa dobsyemo 
09M gomoddmMagmo g3emgbagdob smanmmdMaga MMasbgdab dobobgd 33cm g30do. 

Tasd&y%o, AMIgmbo(3 bdoMs@ sobsemobgdb babm ~9 aowy~wom. 
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00 Ayndomdab 7306 sMbygdyje Cow 3gmyzoemyM bag. JgmM] dbMo3, ayr asdmygbgdqyem0 dq80 
LOMmgq0, 30EM] gb RodboMgdyema aYyr emo 3Bgbob fobobyMdo. 

A396 azo0b& gMgbgd@o, Ms S9e@0 gbns go~odgmy|b bodegmab bso dbobob s~@aammdmnsg 
HMo@a30eb dob dgdega, Mo(3 abobo 0M LHymMe Qd0 dme~mm Begdob aobdog~mdsdo. gxobo 
dgmyded bod~mmme fhoabyMes sboe~ma Momdab Imdm|Memg|dn, MIM |dd0(3 Bocmadg Mes bo3zdome 
aobbb3go39dqmoe@ dgobMmym gb, 030 dmmb aym beobmmsb myobob bm ymym@nmydobasb, 
doamed, 9b939, goob!Mgdymoe gAowob3gdb HMoe@a30ob (sxjeoamdsa. 2 a, doa. 2). 


2.2. b96 3mbL8568nbm semdsbygOgb BMseon(3ns 

L630 dommasb dbadZzbg~mmgoba aba3noGag300 Mmbygme bygamohob 2007 6. asw@omgdyjemn 
RaMIda Lob gmbbLGobGobmbs ws bob 89mME~mM semdosbgbgb dobobgd (Schillaci, 2007). 3memobmb 
gms3zbyem0 80Mg30b (Basilicata) AMeEamMM|M s89MagQ_Madb 9d MMO Logmoab bLymoendo 
RomMoyema aym bomdmdmdam oMdgMgdgemo, bob gmbbSobSobmdo wodosegdyemn ba3zmms 
L30be@og gma, AmdAgmbes3 Egb aFhomagma gnbmdyboa3memmanab samggbmMab Modegbod9 
Msbsd~ejdmdgd0~@sb JMa-gMan 30309.° 

semyjem 1990-o969dd0 dob bogymoMa 330Mg30 fooGoMo, Mmdgma(3 gdm3bgdm@o 
oMagMgadym@ dhogombdosbmdob, MMasbodjd9 goy3qmo ImdrgmMom Jo~mmese MMO Yayqeab 
HAMog{L eo aodmb30 soMo%meb sbeErmb Moamdmbab bosdoGmda 2005 6. fhoGomgdqemo 
36 (39M G80. JdsCCMMds JnbEds 25E93yboEOM Ba3Memes LuommosgygMab, 3nbsa~@sb gam~@dde, 0b939, 
byEmdgmMy@ sMdggFeos CAJAM BJoMdaS emob dagM dob Logygendo aog3qgmgdyema gMa0-gMOND 
y3gemob9 Lonb&gMgbm bogdbsge@0(30m AobobyMa, Mmdgce~a(3 Byhod ~eo Mohod 2006 Bomb 
(Ricci & Tucci, 2006), bodbyboMme, 0M asdmb39b domme adaGmd, md gh bmoagema om 
IeEqdSMQMbL ZoemsdMonodo.? 

RamMdda Logmoab sbomasbMes gomdos&mbyd0 aows3d4yemboa oMnsbh bodoGoMdem 
Lodmbdo, odagomoe@, MmammA3 gb sbbo3b qammb momdsb. dodab, Amegbs3 s8o8oMdomo 
Joo 7d8 JmMMbomoabagoab, HMo@a3oymoe@ LMM gd9 bodmMbomm bodmgMgdn0. gho- 
Jn Domasbos joMsa®gemob fobsby9M0, Mmdgma3, ob939, bogmgds@ (36mdom@nd, 
dabg@o30@ odabs, 090, dgbodmms, BoMdIms@agbb 1950-ns694ddo aogqmgomjenn oMdagMmyadyjemo 
DIMozembdosbo Lbodegmoab y3gqmob9 dbad3by4em306 bodydb (sj~oomdsa. 3, doa. 3 9). 

gb sMab bmangha dsoboydo LOMoga dmdmomdgdnbs wes amabsbemgdab dgd3gqmdom 

dgddbaemo ab &gMegMg6304y~m0 CnsgQmbanb Agdmgo0b (36mda~ma gQmMmee@ghMm0 bodxydo, 
AmMdgma3 bob QLOMad~@5—_ BMOAQOyYE™ AMogo~mbdnsb =. Bo~obbydb. — dMog3oembdoobo 
nhongmadge@goob daMamse@n dJgmme@ns somMomgmyhoa &9M(309d0M JrmdMhomds, doaMmod 
domo abSmbs309 L8g309emyQMo ob yMabob bLogsbos. aobbogymMydymow bdamMowe yogumb 
Cnwn 8930960, JoaMsd boMdme@agbom badyddo ob BjICIAG®oeE bobamdemagns wo MMHn39 bdo 
68 9d0 weae@d ba3~yV6e0~@sb (C—D) o6bG9M30edo0, Amd~mob Low~ng@ab aobbobo3mse Maxy~@os 
Md BO AAMyQ{mdb meEbs3 4WRMM Jowmo~ D-bs es F-b dmmHob (sxjconmdoa. 3, dog. 3 2). 

dMogombdosba =monagMadge@gdob  b&8gq730@034M0 = gmg0e~xyQMa = HgdJobogob = — 
06,89Mex39M 630} eEM0 CoSaMboaab EMMb 6d9d0 b930Mgd0E Ra dbaMydyemas Joma 06H Maem dab 
BALGo Ladsmmab mgo~mbobmMabam (LmimMj~mmds, Mod gem (3 Aobbo3ymM dom asdmaygbydo0 
MmoaAyMangym aommdsdo, Mmegbs3 dgmmbob nb M39emg9d0 odEgmM|d0, Mmamm3 
068 gM3Z9EM960, Lo~s3 dobob bdob sbhMyemgd96 abmbob IMd~MgMeE9d0). odob 69(33c@o0e@ obabo 


Sa aomabob 6n39Mbo8)98do dob @ssoMbes "Laboratorio di Etnomusicologia e Antropologia Visuale" (LEAV)): http:// 
www.leav.unimi.it/direzione.html. 


? Accademia di Santa Cecilia in Rome-ob Mbemoab oM4Jogdo boMdme@agbamos «raccolta 22»-b bobam Maa0b&Mo- 
MHgjoqemo0 86 hobsbyMab ombyme. 
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Ineda3z0e@ ImdMemdgb6! dg dg3q(30~E9 WodQQadbaMadnbs gb dmdMHomdgdn bo3qmoMoa o~@ dab 
d9d3g9mMd0m. ab& M30 960 bo3mgd0 LodBybSamss boMdmeEagbamn bobmBe bob&gdob9, 
doaMsd Ig 800 ByAbGowoss Im3g9dyemo BmMnb%mbGBoedo. 

30093 gma aosdmygbgdyema AMogo~mbdosba bodmMmba~mm bLodmgms dag3~4369d0 
LoQMobagnda asgqmgdym bo3mbi3g% Gr RobsbgMb.'° Logemoab mbayggbo Jomdoambo 
sbs~masdMes Jomb q63b60b bo660394b obg, MmammM3 8oGoMd~my|db 39m 9de696-bmerdg 
= s@gZnmmdManga GHMo@a300b Mobsbdsw, Mdo JgMms@ss AQIm Wm, Moms JAMoMaMb 
Jeoo@mMymseo sdmfomayen bodman. HybH|b, MmammM3 hobb, BoMeo8oMo Bgo3gdoMo ofgb od 
IMA BSE JdoL06 (sY~momdoa|. 4, doa. 4). 


2.3. bb dsmSobmb vjersh 

2005 Beal doMBdo bob JoM8obm wg QoboG®oeb (Shen Meértirit), AgM(39mbo (Qana) we 
go3omgmoimb (Kajverici) dmmob degdom) Loamgdob xaQ0 bobo~mdmng asobomayMme 
dgbygMdes. 2007 Bomb wsw@ob&yMes 306fg6(3m 89M gabe wo 306A96(3~—M EM 3Bgbob o~sD, 
Md oMdgmgd Imdmgmemyob x_M 30-93 Aoohbnom bom3oMa 38M J6(300~0 dAgdemmb 
JMS DMogZomMbdosb 0d38HMgnds(30q4EM0 LodeEgmMs ws gb, Jgbod~@me, aymb bodmdogmme 
maba3zab&yMHo Ambs(39d9d0b smm@agboab aowmodby3980 Bod&mMo. dom asdmbygb 16 
Lodegmab di3am9 3Mgdyem0, Mmdgema(3 dagg4WM3Zbgd0 Lagmob seanmmdmMng HMose@a3oob, 
RobsbyMgddo wogadbaMgdyemns AmMIM|_MoemMMs Yaga — sbomassMes ImMIM|mMeEmydab 
30bAg6(3m =8gMgmobabs ws YX bajo Om3gqmmb godmymgdom, y3g9mo Domasba .Wa3Mmbo 
momdob boMdmdse@agbgmos bom30M0 wos bo3oemyMo bdgdom (La Vena & Perrellis, 2009). 

smbadbsyemn = sbomasdMegdob dmbsbamgmds 09 ®Mo@agonb IAmdoege~do sbo~@ 
89AL3g94Ga30b bobogb, Mobo wmy3ydgbGaM S013 dgdad~@mas bogymoMa bogdbsge@a30m 
RobsbyMgd00. 

A396 9339 M30Ma |3930E9369M bob BmbbGobGobmM omdobyzdgb BMoe@ai300b @o 
BMANIMA AgZEMeOENYAM oMsgMMagZoMmgbgdob EMMaNm@M CS QBMagZdy~EH Ba~mg|db domoab. 
JoOMHdDs@n@JdemyMo aom~mmdnk GHMose@a3o00b gBoMamgddo, E jo~@obbydd9 wodyomadyemo 
mele bdoMse@ asdmayg6gds Bsobombob 3md38M%baq(300d0, dodob, Mmegbs(3 D jo@obbomgdo 
eomdabaMmgdb smmamdoab bobgodm 806a96d0; bdoMse@ sme amdoabbobs 3mMd3M%n(309ddo {Ma 
Ige@mbab gQomam|dda 3mddabaMygdyemos mMHn39 yowosbbo, M3 dosbadby9db gmmbse wo 
09939 Jgnme@d9. dgde@ga badydb, dgbodm@ms, smbadbyma dgmme@n d9d330@M\Md0M JQham, 
oyd(30 gh mobsdgeMm39 M98g9M8yoMdo dom~mosb bdoMo~@ asdmygbgdoe@0 IAgemboe (ob, 
96939, dgbyemos bbgo jgomodmaymoa oMdgMmadymoa bLmamydob 939% 856do) (sy~oomdoa. 
6, doa. 6). 

dLasgbo bsdmby9d960, Mmdgmms gomamgddayy = sbaE™MASOS.MEOS AMdIM|ME|d0 
dadsMms396 yaR3Mmmb momdsb, Mmamm3 Bgbo, s@aammdMaga SHMose@aj300b Amdogemb 
yomyo3gmymeb. Shpirti Arbéresh samdgmgdb dydomdob bLb3go@obb30 dAqbagmbmob, 
Rodmyommodgdob aba3no8030d = dogmasbh =asodoMmms; dob dade@ga ya3Mmmbo momdab 
IMIM|MeEMg|dn sMsZaMsM WCoMdImMdsdy oM BoZn~@bg76 Mognsb-N sEga~mmdMon3o &Mose@n300b 
B9d0bdagmM0 bobob 8Mmagboy~@n wosb3qbob M3o~mboomobam. 2007 Bomb, bodgeobbymm 
B5emb, Mmegbs3 .QBqQemab Esbmagoab" ImmnGajod oH aosdsMams, 99 Andsmdob dDge a0 
Bsde@3znmee@ aobs330M0 aYm. gHma EMgadba MMRQMos bsIEgMo do~mnsb Jbasgbo dg~mmenno, 
doamsed 39Mbagdab bobooma Lmymns@ aobbbgo396yene. (3bo~@os, Mmd 0d mMBgnbgdg9ddo 
asdmabgagb aosbMgdyemo dawamds AMogoembdosbo yHmngMn dj{e@gd0bo@do, M93 Jgademgd0 


ae 2005 6. asdmbigo Bagmems Lbygommsggmad. a6. aodmd(3gdc~mdob ombyMo~mmeds Udine-%9: http://www. 
nota.it/libri/geos—cd—book/polifonie—arbereshe—della—basilicata. 
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d8MMgZ0bs(300b HMos@a3oy~m |mMds@ oymb smdyono. 

dm~m™M_— Dogo~mamda = aodmygbgdyqemns = 3mgoemyMa FH yJbogo, Mmdgmoa3 ygoMao@os 
(30mMda~mo sempbobOMM dobdmbab somMomaHyMaoqem 3md3mMba(309dM06 AFMMs@ jomodgmMob 
Lodegmab bob dg69@08— qewobmb (Shén Benedhiti) ®Hoe@agoabmgob. a®oeemoymho &oJb&o 
oMdgMAIQE@O abam OOS aMaM{dyEDn Yr AdBMMgndgd4yEO BMMog_mbosda WA3CmodaM|da0b 
Lobam, Mmdm@moab asbdo3gemdsda3 Lmemab&o dadsMaymgdsb odemg3gb bo6go bd9db, oy969db 
Ms j3mdybo 307304 MMbsdI_ZbG ob (®odJbGob asbdgmMgds; 0d 3mgoemayhin L&omabms3oab 
NBMEMM dye d9MH(330M960(300 @ddsbobosmgd9e~0). 

gb bogdb38ge@0(30m )=fiebobgM9d0 aogeggmg bob d9g6ge@08m— amobmdo 2014 beob 
09390d9%do Asboag_bLGs(300b EGMb (yavyqQ0 Shpirti Arbéresh AmdA~_MeEng|d0 Cs Lm~mob so 
NMS (39Hd{7HMbL MgQdowob). ~madbo wosby|Mo~mo nym dmem b0dyddo IMEgdIQEO HbSob 
80M39M L&Go4mbS9 (oxy~@omdeg. 7, doa.7). 


3. eb 336s 
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OLIVER GERLACH 
(GERMANY) 


COMPETENCES IN ITALO-ALBANIAN MULTIPART SONG 
DURING THE LAST 60 YEARS 


1. Introduction: Between monophony and simple strategies of multipart singing 

Scholars concerned about the structural analysis of the particular form of Arbéresh polyphony 
agree that it has not only interferential diaphony as we know it from certain regions of Bulgaria 
(like Shopen or Pirin), but also other forms of interaction which are basically between two voices, 
even in three-part songs. Often common intervals like thirds and sixths are intoned in a rather 
dissonant way, so that they are only resolved in counter motion, either by moving away into octaves, 
fourths, or fifths, or by moving closer into unisons, fourths, or fifths. The consonances seem to be 
defined by a rather "Pythagorean" intonation of the intervals.' Another possible approach would be 
a comparative study of Albanian and Italo-Albanian forms of multipart singing (Ahmedayja, 2009; 
Pano, 2003). 

My strategy here is a third one to understand multipart singing as a heterophonic way of 
singing modal monophony. Sometimes certain recordings seem to document multipart singing, 
but they can understood as well as a way to sing unison, but some singers create structural units 
by cutting their voices with an articulation which strikes different registers, by parallel voices or 
temporary bourdons which emphasise certain modal degrees. 

In 1961, the linguist and dialect expert Giuseppe T. Gangale recorded in the village San Nicola 
dell'Alto (Shén Nikoghi té Llartit, Marchesato di Crotone) which tells us that multipart song starts 
with modal monody and develops out of it (Belluscio, 1998) (audio ex.1, ex.1). 

During the third repetition, the short melodic verse is sung in two parts, even if this multipart is 
mainly defined by the bourdon function. This strategy is basically motivated by the modal structure 
of the Phrygian melos (or mesos tetartos, only that the microtonal intonation is not as low). The 
articulation of ornaments are most sufficiently transcribed into neumes. 

In my experience multipart singing is often not perceived as such by singers within an oral 
tradition. They simply perform out of their memory in singing in multipart is usually just one aspect 
during the performance. As such a multipart performance, even a rather complex one, originally 
comes out of improvisation, out of the musical structure given by a traditional song. 

Arbéresh multipart (polivocalita, musica a piu parti) as a kind of Balkan polyphony suitable 
for the Albanian ethnic marker has been regarded by some colleagues as a genre of its own called 
viersh or vjesh."In fact, there are many genres, where this characteristic form of multipart can be 
found, especially stornelli (love songs), canti di sdegno (songs of discord), canti nuziali (wedding 
songs), kalimeret (processional songs during the Holy week), va/let (a kind of patriotic dance which 


‘Tn his fundamental study, Innocenzo De Gaudio (1993) emphasised that even tripart-songs are rather organised as two- 
part interaction with one voice as main reference, while there are fewer interactions between the second and third singer. 


“In fact vjersh means simply verse, in some villages it means a particular form of multipart singing, in Lungro it means 
songs sung with bagpipe. 
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involves two groups of singers crossing each other in one street) and other processional songs etc. 
and like in Albania, these songs are also performed during informal meetings and feasts, when 
friends, neighbours or relatives meet each other. 


1. The decline of local traditions documented in recordings since the 1950s 

Since the 1950s field recordings made in Arbéresh communities allow a study of competences 
in multipart singing. A list of collections which were available to me and are the basis of my study. 

In general, there is no linear development, but just a general tendency of decline, which 
was mainly established under the effect of globalisation and ofmisled policies at the ministry of 
education whose members completely failed during the Berlusconi regime. Since 2007, dialect 
lessons have been officially suspended from teaching programmes (obviously to save money, but 
these measures rather caused a loss, because many local communities lost support funds since they 
do not sufficiently care about ethnic minorities). On the other hand, the year 2007 was also a period 
of remarkable private initiatives which did react to dramatic changes caused by careless politicians. 

With respect to local traditions of one community, every tradition has to go through abrupt 
changes, especially when the responsibility comes to the next generation of singers.’ With respect to 
the problematic we can observe, that recordings made of performances do not always prove, that the 
earlier recording document more competences among the singers, but without any doubt they prove 
that certain songs disappear and usually the repertoire of songs becomes smaller, like for example 
a second multipart vallja of Frascineto. It was first recorded by Diego Carpitella in 1954, and later 
recorded by Italo Elmo.*Today only another vallja very close to the one of Civita is performed 
instead, as I could realise doing my own field research.’ 


2. Reviving a local multipart tradition 

Arbéresh came quite surprisingly on the the red list of seriously endangered languages. In 2006 
I recorded the teachers, after Gianni Belluscio had invited me on a trip to San Demetrio Corone, 
where he used to meet school teachers to discuss questions of orthography and grammar. I did not 
understand that this meeting was one of the last, because all these teachers became unemployed 
the next year. Only years later, when I met dialect experts at the Sapienza in Rome, I realised that 
the situation had dramatically changed. They proposed projects to study the serious consequences 
concerning language competences, and only after discussions in my field, academics started to talk 
frankly about certain problems they obviously did avoid to talk, since it put in question their whole 
work. Studying now musical competences of multipart singing ten years after my first recording, 
I realise that there were many different initiatives which also cared about the musical part of this 
local heritage. 


>These conflicts have been described into the very detail for the tradition of San Basile to sing the kalimeret on Maun- 
dy Thursday vespers. We also observed that the meter changed with respect to a historical field recording of 1977 and 
the living tradition, we could document during the last years (Belluscio, Conforti, Gerlach, 2015). 


+n extract of the recording has been only published on my web page with the kind permission by Italo, but the date 
is obviously later, during the 1970s or 1960s at earliest: http://ensembleison.de/calabria/archivioElmo.html. 


Ricci, 1993. Antonello Ricci and Roberta Tucci documented one vallja of Civita which comes very close to the vallja 
sung at Frascineto today, without performing the second explicitly dedicated to Skanderbeg. The current vallja of 
Frascineto was also documented in a TV documentary: https://www.youtube.com/watch?v=crf—2Zsdov. 
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2.1. Maria Laurito’s initiative for Spixana 

One of them started already 2002 in Spezzano Albanese (Spixana) (Laurito, 2002). Maria 
Laurito had studied the texts of kalimeret, but certain linguists coming from the field did not trust 
her redaction of the texts. Nevertheless, listening to one of the kalimera, I understood immediately, 
that the melody was familiar to me. I already knew it from a field recording made by Vincenzo la 
Vena in 1992° (audio ex. 2a; ex. 2). 

If we study the texture of this multipart song, we could characterise it as a kind of parallel 
thirds, but the rhythm change the movement between the voices in a way, that the multipart 
technique is not a parallel movement like in a ghymel’ (audio ex. 2b; ex. 2). 

If we listen to the official recording made by Maria Laurito in 2008, we understand that the 
singers she worked with belonged to the same family than those singers of the earlier recording. 
Their way of singing the kalimera became, on the one hand, frozen, although it also clearly proves 
the great vocal talent behind this work. On the other hand, it was applied to more strophes than 
those documented by La Vena's recording. 

We wondered, what became out of this local tradition of Spixana to sing the kalimeret, since 
they were not performed during the last years, we were a little bit worried. Nonetheless, Gianni 
Belluscio could finally record a new generation of singers who performed the kalimera in a quite 
different way, far from the perfection of the Spingola family, but also open to pass the tradition on 
in the deliberate way it needs (audio ex. 2c; ex. 2). 


2.2. The tradition of San Costantino Albanese 

Another very important initiative is a film about San Costantino and San Paolo Albanese by 
Rossella Schillaci (Schillaci, 2007). In this portrait about these two villages at the Northern periphery 
of the Parco nazionale di Pollino (Basilicata) Nicola Scaldaferri was involved, an Arbéresh born at 
San Constantino who has today one of the few postions of professors for ethnomusicology in Italy.® 

During the early 1990s he did his own research explicitly dedicated to Arbéresh polyphony 
and he organised a tour for two local groups of female singers, and published a concert given at the 
Abbaye Royaumont (near Paris) in 2005. Thanks to Nicola Scaldaferri, the film also republished 
one of the most interesting field recordings made by Diego Carpitella in Scaldaferri's own village, 
which, unfortunately, was not republished (Ricci & Tucci, 2006), just because this village is not 
located in Calabria.” 

The film motivated young ladies of the village to dress up as brides according the traditional 
way, as the old generation remembers it. The moment, when the bride prepares for her wedding, 
is traditionally the occasion to sing wedding songs. One of them is coming from the off and it is 
Carpitella's recording, which is so less known, despite it is probably one of the most important 


La Vena, 2001. The CD supplement (track 10) had just one of the kalimeret of Spezzano, documented by an own 
recording he made in 1992. It came as a surprise that this purely vocal paraliturgical dialect chant was included in a 
study about the local organs of Calabrian churches. 


7A structure which was often analysed by Nino De Gaudio. 


SHe founded the "Laboratorio di Etnomusicologia e Antropologia Visuale" (LEAV) at the University of Milan: http:// 
www.leav.unim1.it/direzione.html. 


* The online archive of the Accademia di Santa Cecilia in Rome offers an overview of 86 recordings registered as «rac- 
colta 22», which belong to a journey from Marchesato di Crotone, Valle del Crati, and finally San Costantino Albanese 
made in just one week 10 days between 15 and 23 April 1954. 
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documents of Arbéresh multipart singing made during the 1950s (audio ex. 3; ex. 3a). 

This recording is the only example I know which documents interferential diaphony thanks 
to the very fast movements and glissandi in certain passages which precede the Phrygian multipart 
cadences. The basic strategy of the multipart interaction is parallel thirds, but their intonation is 
of particular interest. Especially major seconds are often intoned, but in this case it 1s excessively 
long, and both voices jump from the major second (C—D) into an interval hard to define between a 
slightly too high intoned D and F (audio ex. 3, ex. 3b). The particular vocal technique of multipart 
interaction which can be classified as interferential diaphony, is that the voices are less fixed for 
a precise intonation of these intervals (a sonority which is especially used in Orthodox liturgical 
chant, when the intervals of a melos are intoned as intervals with the base degree sung by the ison 
singers). Instead they are constantly moving! I tried to transcribe these movements according to my 
own perception. The intervals are less represented by a staff, but by a precise horizontal adjustment. 

Another multipart wedding song which was used belongs to the concert recording made in 
France.'°It appears while we see one old lady of the village who made a young lady braids in order 
to dress her hair as a traditional bride—according to the local custom, the hair is bound together in 
order to decorate it with a richly embroidered cloth. The textseems to have a direct connection to 
this preparation (audio ex. 4, ex. 4). 

At the beginning, the modal structure seems ambivalent. The intonation of the foresinger 
could as well mean the Phrygian (b—E) or Dorian (a—D) pentachord, because it does not touch the 
characteristic II degree which would tell the listeners. The first voice at the beginning of the choir 
follows the Byzantine intonation of the diatonic Ayrios devteros intonation which is no longer used 
in the living tradition of psaltic art. It is very interesting to listen, how the particular colours of the 
voices avoid a modern intonation of parallel thirds, they do follow rather the Pythagorean tuning 
system and its logic. But this logic hides, what the monodic devteros enechema would usually 
indicate. The confirmation comes not earlier than with the first cadence. 

What is the connection between the very interesting recording dating 1954, with the 
interferential diaphony, the tour of two groups coming from San Paolo and San Costantino during 
1990 and the present state of their great tradition? 

In Rosella Schilacci's film we hear finally two choirs, one of San Paolo Albanese (audio ex. 5; 
ex. 4). Both groups are singing a melos starting on the IV degree (a) and cadencing on the Phrygian 
finalis E (1). The group of San Costantino has a rather modern intonation, the thirds are really 
parallel, but especially during the cadences, the voices do a lot of glissandi which are characteristic 
for multipart singing based on interferential diaphony (audio example 5, ex. 5 a,b). 


2.3. The vjersh of Shén Mértirit 

In March 2005 a group of villages between San Martino de Finita (Shén Mértirit), Cerzeto 
(Qana), and Cavallerizzo (Kajverici) were partly destroyed by a landslide. In 2007 Vincenzo La 
Vena documented an initiative by Vincenzo Perrellis who taught the language and the music of San 
Martino since the 1980s, that there is still an amazing potential among Arbéresh singers to handle 
multipart improvisation together, and this capacity might prove crucial for future initiatives which 
intend to revive linguistic competences as well. With their book they published a small collection 


1OTt was published by Nicola Scaldaferri in 2005. See the description by the publisher at Udine: http://www.nota.it/ 
libri/geos—cd—book/polifonie—arbereshe—della—basilicata. 
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of sixteen songs belonging to the local tradition of the village, the recordings document a group 
of singers, all of them belonging to the old generation with amazing and unique voices, with the 
exception of the young singers Vincenzo Perrellis and Jessica Novello (La Vena & Perrellis, 2009). 

The participation of the latter opened a new perspective for the future of this tradition, which 
I could document with own field recordings. 

We already observed within the tradition of San Costantino Albanese a certain melodic 
ambiguity between the Dorian and Phrygian mode. Within the tradition of Orthodox chant, mele 
based on E cadences are often used for compositions of Passion, while the D cadences dominate the 
chant which celebrate resurrection, and often compositions preceding Easter combine both cadences 
within one melos alluding to the same convention. The following example probably inherited this 
convention, although it is a very frequently used melos within the presented repertoire (and one 
which can be also found in the repertoire of other Calabrian Arbéresh villages) (audio ex. 6, ex. 6). 

In this recording the older generation of singers sing together with those of the younger one 
like Vincenzo Perrellis and Jessica Novello. The song somehow gave the name to a new Ensemble 
founded by Jessica some years later: the "Arbéresh soul" (Shpirti Arbéresh). 

Such initiatives, through which younger singers address and win the older generation, usually 
works out for the future of a local tradition. Shpirti Arbéresh continues its work with various 
musicians, but the founding initiative seems to be very lucky, since the older generation of singers 
made no concession whatsoever to any kind of professional polishing, when they represent their 
local tradition. For 2007, the fatal year, when policies failed so completely, it was as well the 
time to document the importance and the extraordinary quality of a work which was obviously no 
longer appreciated. One poem is even sung twice with a very similar melody, but the character of 
both versions is completely different. It is obvious that these qualities resulted in a more deliberate 
approach to multipart interaction which could be characterised as traditional form of improvisation, 
and this approach became also characteristic for the later group Shpirti Arbéresh. 

The last example uses a vocal technique which 1s well-known for the tradition of San Benedetto 
Ullano (Shén Benedhiti) to sing the kalimera over a paraliturgical composition of Alessandro 
Manzoni. The Italian text was integrated by the Arbéresh way to recite in an improvised polyphony, 
during which a soloist directs the other parts by the use of communicative ornaments (repetitions of 
text, even of isolated syllables are characteristic for this vocal style). 

I could make this field recording during a manifestation at San Benedetto Ullano in December 
2014, the singers belong to the group Shpirti Arbéresh, and the soloist Ilia is of the community of 
Cerzeto. The poem was composed over the same first line like in the last example (fudio ex. 7; ex. 7). 


3. Conclusion 

It would be irresponsible to dement the serious decline that had been caused by incompetent 
and fatal decisions in Italian cultural policies. It must be regarded as part of a double effect of 
current globalisation, the forced exile of numerous refugees who risked their life to live a precarious 
existence, which will turn the Schengen country into a slaveholder society of a "superior race" 
which 1s in fact a very small and very rich minority. It cannot be denied that a majority is expected 
to sacrifice everything for the sake of these few. Wealth is already reserved to an increasing small 
minority. On the other hand, local diversity which could be protected over centuries, is expected to 
be extinguished within a few years. 

Concerning the study of musical competences, we must admit that the results are not as 
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negative as I expected with respect to the serious decline of linguistic competences. Concerning the 
revival of local languages their cultural context and especially traditional music will play a key role. 
We can only hope, that these revivals will be successful. 


Audio examples 


1. Vallja . Field recording by Giuseppe T. Gangale. Village of (San Nicola dell'Alto, 1961. 


2a. The multipart kalimera Oj bir (vajtim "lament"). Field recording by Vincenzo La Vena. Singers: 
Cosmina & Adelina Spingola. Village of Spezzano Albanese, 18 March 1992. 


2b.The multipart kalimera Oj bir. Field recording by Gianni Belluscio. Singers: Rosa Galizia, Gilda 
Spingola, Rosina Spingola. Village of . Spezzano Albanese, 2008. 


2c.The multipart kalimera Oj bir. Field recording Gianni Belluscio Vil. Spezzano Albanese, 25 
March, 2016. 


3. Bride song «Oj se ti mém e méma 1m! (vajtim "lament"). Field recording by Diego Carpitella. 
Singers: Maria Dorire, Teresa Di Domenico, Celestina Cionga. Village of San Costantino 
Albanese, 23 April 1954. 


4. Bride song. Concert recording by Nicola Scaldaferri, Royaumont Abbay, 1992) 


5. Film recording (sound track,"Vjesh / Canto" ) by Nicola Scaldaferri. Village of San Paolo 
Albanese. 


6. Vjershi i burrave (Verse of the men). Field recording Vincenzo La Vena, Village of San Martino 
di Finita,7 August 2007. 


7. Viershi (Verse).Concert recording by Oliver Gerlach (San Benedetto Ullano: 28 December 2014) 
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dsascamo 1. mravalxmiani kalimera "Oj bir” hob yMomos 30h9673- Ems 3g6ob dagm. bogao 
b3oJbobo 18 domo, 1992. dmd~mgmMeomgd0;3Mbd06b5 @s s@gmobsb3sbammg|édo. &gd4bmHo 
MoMadbammns yobo dgemnhmb dogMm. 
Example 1. Vallja. Field recording by Giuseppe T. Gangale, village of San Nicola dell'Alto, 1961. 
Transcribed by Gianni Belluscio (text) and Oliver Gerlach (music). 

T Vv WY 


wh a __ aT 4 
we _ i. ee _ — 
(> SnCoo . L , 
| poe) b 
4 » | f | 
G é # oO | g $- 
ro b ) Oo: @¢@ | 
twice monophonic: p 
ng>: deli '‘X@r mors ng) ‘de:l 
twice two-part: 
ng>: deli ‘X@r mo:s ng ‘de:l 
ngd: bon dri ‘te: mors gd ‘borin 
Neé del ill e mos ngé del 


[ngoa: deli xe: mo-s nga de:la] 
The star does not rise and, if it does not, 


Negé bén drité e mos ngé bén 
[ngo: ban dri te: mo-s nga ‘ba:na] 
it does not spend light and, if it does not, 


Se na kemi kush na bén 
[se.: nake mi: ku.ft na‘bo.:na] 
because we do have those who will do light for us. 


Shtaté krushq e shtaté kuneté 
[ fta:ta krufk e: fta:t ku ne-ta] 


Seven parents and seven kinsmen 


Té na thonjén me shéndeté 
[ta: na Ooni'‘na: ‘mi. fon de.ta] 
who tell us: “Cheers!” 
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dsasmann 2. dMo3gombdasba jgomoadgms "Oj dir”. RobyMamos g3:0h96(3—m ~mo 396ob dogm. 
Log gmo bdo gbobs 18 domo, 1992. Imdmgmemgdon: 3mddobs wo se@gmoabs Lb8obamemgén 
Example 2. The multipart kalimera "Oj bir" (vajtim “lament”). Recorded by Vincenzo La Vena, 
village of Spixana 18 March 1992. Singers: Cosmina & Adelina Spingola. Text transcribed by 
Gianni Belluscio. 


b 
a SS 
aren 
E o_o bir e 
L 
: i ae . 
| ‘k oy bir O ‘ 


D 
W2 SL \) 
b r—~—~ * a cele 
C= C o_ 
\ 
aX — iia as 
A tae Ase rns dealt Seren Aa 
° 


0] 0 si t' e- e bény oj- oj e mye- era o}! 
0] 0 sit’ e- e bénj oj- Oj 0 mjera u oj! 


u pa ti bir o si ng' ménd o rronj 
oj 0 gyjith kta- a pen oj- penet o- oj'sh ka t' m'1 shkonj] 
0] 0 gyjith kta- a pen oj- pen e kush ka t' m'1 shkonj 


u pa ty bir o si ng’ ménd o shihem 
andonjé- a varr oj- vatr 0 ve- ete t' mbullihem 
andonjé- a varr oj- varr ve- ete t' mbullihem 
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dsasmann 3s. asdomaMmymn BoGoMd~mob bodegms «Oj se ti mém e méma im». weogam 
B2M8OGB Mob bogJb3ge@0(30mM ARobsbgMo. Lama geo bob gmbGobGobm oe~mdosbgby, 23 o&Homo, 
1954 6. 

Example 3 a. Transcription of the bride song «Oj se ti mém e méma im». Field recording by Diego 
Carpitella. Village of San Costantino Albanese, 23 April 1954. 


J/\ 
[ow IS an 
2 4 6 8 10 
seconds | | { \ | ( | f \ 
Oj se ti mém e meé-maim' oj se jeje  timem 
2 14 16 18 20 
seconds| 1 | \ | ( ! | | \ 
E nde je me- oj me- ma im' 


dsascmnoin 3d. 89GoMdeEmob Lod~egmab «Oj se» 06G9MYRBIM]H(304EM0 CoSQmbaab L38g4GmaModo. 
538058965 35d093%7em05 MELODIA plugin (sonic visualiser ) do96. 

Example 3 b. Spectogramme of the interferential diaphony «oj se» . Automatic transcription by the 
MELODIA plugin (sonic visualiser ). 


Hz 4 


5.5 
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doascann 4. asdamMmymon soGoMdmab Lodmgme « Se prejme kriet ». Bagmems b3ome@sygmab 


bo3m6(39M 8m hobsbymo, Mysdmbob boodsGm, 1992. 
yobo dgembAmb dagm. 


HIJILGoa aodoymymo wo moMadbammos 


Example 4. Transcription of the bride song «Se prejme kriet». Concert recording by Nicola 
Scaldaferri, Royaumont Abbey, 1992. Text transcribed and translated by Gianni Belluscio. 


Non, 
t 


seconds 2 = 6 
{ { { ' \ { { i} 


me kri- et prej- me 


SL oneeal 


Lh 


12 18 20 
\ i " ! \ \ \ 
ma- rre- lez Se prejm’ 
4 ee 
e—vV—“—XX= 
=" 22 24 26 28 30 
I \ | | | | \ | 
-ej- me kriet prej- me 
vs ~~ -£\ ——_- wate aa 
32 34 36 38 40 
{ i ' \ \ tT j \ t 
me _— rre- lez 
h Yael ; 
Su 
sane vac Se tS = 
‘7 —— 
46 48 52 
\ \ re ‘ “a ' | 5 t t 
praj moj lu- lja = me je 


Se prejme [krehme] kriet prejme 
me gjith marrelez 
praj moj lulja ime je 


Form/cut [comb] my head 
with all this braid. 


because you are my flower. 


3000050569 1030 656603960 
50306 d96 h9do0 y3030em0 bom. 
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doascmann 5 o. Rom@mdob fobsbyMo, dgbMymgdqema bagmese Lbyom@sggmMab dagm, bog geo 


Lob 8ome~mm oemdobgb5. 
Example 5 a. Film 


recording by Nicola Scaldaferri, village of San Paolo Albanese. 


es a ee ee ee a a es 


! i 
10 


doasmann 5 6. gamdob hobsbymo, dgbmymgdyen bagmemes Luomm@sggmab dagm, boa gmo 
Lob gmbGobGobm o~mdobgby. 
Example 5 b. Film recording by Nicola Scaldaferri, village of San Costantino Albanese. 
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dsascmoamn 6. Viershi i burrave (8sd535(39d0b mgadbgdo0). Logdb3ge@030m BobsbyG0, Loe geo 
Lob doMBobm wo gab), 7 sagabGm, 2007. ®yJb8o momadbamns gnbhg63m 89M gemabs ws 
306Ag6(3- Ems Bg6ob dogm. 

Example 6. Vjershi i burrave (verse of the men). Field recording by Vincenzo La Vena. Village 
of San Martino di Finita, 7 August 2007. Text transcribed by Vincenzo Perrellis and Vincenzo La 
Vena. 


Y 
5 10 
\ | | J { Lo I 
e— eat ee tg 
E shpir ti m’u par t 
a ee sears 
15 20 
\ \ \ { \ \ ( \ { [ 
¢€ eee 
ré Gje- 
& oe 
oe ey ee -ntt 
- — 
25 30 
\ t | \ f | 
= —— — 
lla m’u mM E hpir ti 
AT — — ~ 
Len __ 5 : 
v 3x5 40 
! I ' f \ \ { 4 \ | 
. 04 . 
m’u par- ti- ré 
aaa {> agg eS | OE 
Y . __ ee 
45 50 


gjella m'u josé 

e shpirti m'u partiré 
gjella m'u jos 

e shpirti m'u partiré. 


Life is melting away 
and the soul is leaving 
Life is melting away 
and the soul is leaving. 


(363M d9 Cbd 


ed Lamo agGmggob 
(363M 969 cb jd 
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Qo Lym 93Gmggob. 

dsascmann 7. Vjershi. om39 agMmobob bo3mb39MGm hobsbgMo. begga bob dgbg@g98— 
wyomobm, 28 c939dd9M0 2014. BoJb8o aodagMmymoas d3oMBo se~mdgMgdob dogm. 

Example 7. Vjershi. Concert recording by Oliver Gerlach. Village of San Benedetto Ullano, 28 
December 2014. Text transcribed by Shpirti Arbéresh. 


7-7 ie TU or 


ON 


seconds 5 10 


I | | { { \ l | 


Gje- lla m’u jos e nj’a- shte 


a 
15 20 
| \ | | l 
mé qgé ndroi Gje- gje 
¢ — 
— -—-—_—_ is, So 
ip beednaiber = aes 


35 40 
\ | l | { \ \ l \ 


Gjella m'u jos 
e ny’ ashté mé qéndroi 
e ny’ asht mé géndroi 


Life is melting away 
and only bones are left 
and only bones are left 


(363M d9 Cbd 
Mo Jo6mEmme d3mgd0 MHhgdo, 
Ms domme d3mgd0 MHfgds. 
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Agdo dmbbgb9d0 96960 gdbsgea300b ayyfnsdo, Mmdgmaiyy MMasbodgdeyema aym JoMng39- 
emo d9q(3bagMab geadgM asmMoysbadoab dog wo hoSoeMmes 1991 Bemoab o36obdo agmdobyyem-dom- 
OAma gMamdcmongzo0 aybeoab do~mabbdg30m. LodbyboMme, JgagMmmgqgdoyemn dobomms E~rgd~@] oM 
aodmggybgoymmo. odob Msdegbadg dodgbo sMbgdmdb: g9Man dbMn3, Ma AE Immo 34\MHo 
Lo®y0(309 1990-ns69d0b bLojoMma3gmmdoa, dqmM9 dbMHn3, geoddgMab s~eoMmrm aoMwos(330™9- 
d5 1998 Bomb. aoMe@o odobo, 86mg48do Agda dmbsbamgmds 1992 6. wobMyAmems, wogaby4 
AIjdomds dgMenabab yBmMbmaMsd-sMo3da ~wo bLodyomgds Imdgq 39 Agdydog0 (330~@mab Cmoa~m- 
353900b gmemgd(300b9. sdyodo~@, 25 bemab dademga, dabewes asdmgnyg6—m gb dgbodemgdemmeds wo 
Mo{ydMyboI ayMoob g4b3g@a300b. dg oM BoMdman~@agba AnboagmemmaayM osboe~mobb, gb 
aJ69do qeRMm g4b8ge@a300b, 39dme@ dobo dobbyd0b, dg~gagdobs ws Lodmdogem 389mb3894- 
803900b smb amo. 

agMmoaol g4b3gea3anb sdmbogeema baMBocmo ayr ayMycmoa ImmogymbayMo Lodegmydob 
0d 3memgdi3aab bgmdgqgmMyae@ dobbo3mo, Mmdgea3 honbgmMs EmababaMms~@nb gmbmamModom|o- 
30a 1935 Bomb. hobgMamoa oy3696 3memagmboayMa Ladegmab seaommdmMagzo HMseai30%ye~M0 
anMmyoma L&omoab boy 3qmgbm dgdbmymgdemgdn. yoogoem yma bdmgobo fobsbyM 960 asjqm@o 
Lod gQmbmamsydy gnbmdyba3mmmamse xaygaob dagm, Mmdgmms dmMab oy3696: 939960 
aasoybo (od eEHmobagab mybobaMosw@ob QmbmaMsdoMogob woM74GmMa), Bobso~ws 930e@0 
(39Maoc (336md0m0 Mybo Jjnbmdqbo3meman), gMbb8) gdbsondgma (a9Mdo69e0 Iyba3meman, 
Mmdgmoa3_ 1932 6. Mybgmdo aswsgnw@s bs3bm3gMgdemoe@) ws JoMHmgqemo moabagab80 amb yd 
dgaMgeMa0d9. MaMM|y{Ea Imdegmomo fhobgMgb ~wosdeyjza~@gdgm QmbmaMsg% by wo Lodmemmm 
Bobsb9M0 (39808 Mo" = bodog9 bdo) God~@ 6009 bEob JgdeEga, CW5dM ZN {ded 3939MWd, 
dob dgdega, Mo(3, 0Emdom, EMAbabaMose@ak EmbmaMogoM|ogda boda QMbmaMogn 2764(30mMbo- 
joe. 

JdbsondgMds asdagyMms ayMymmoa fobsbyMgd0, JgaMaemadgd ~wobgMs Zg9Mdoem~fHn &9- 
dS 9d0 es dgbog0ma CS oagadgomems domo gMmo@ g9dm(39d0. daxbg@o30@ odobo, 1937 
B9emb, gdb3o0dg9Ma gdngMo309do Bogn@e LA&mygs3meddo, Lowo(3 dydomds Cwosnbym IybazocmyM 
Logma3ms An dguyddo. LodbyboMme, dob oH dobi3gb yoa3mgds d3q9~mgmdo Mmeb Bsjmm (330m@moab 
(ocmabe@Mydob obemgdn 06 asdagMmyemna doboms. bemgdob dadega, 1960-os69ddo gdb3o0d9mb 
amy doboomsdty dydomdob asamdgemgds woeomm@s wo dImambm3s sbemgdn. 93. ~mmdobm3- 
ds, ad EMMabLagZab ~mybabaMs~@do 347d 30bb30 Emdaob gAmbmaMosdsM|n3bg sobybobdagdgemde, 
MoszdsymaRam@ms dobo Mbm3bs Es gdb8s0d_Mb aowyabo3bo asdagQMyma GH yJLGo eo Mybyomo 
gmd8obao ,dgemo~@nsb" dagM aogqgmgdoyemo (330cmab ([a~mabeEM|d0b gQaMab sbergdn. 

36 (330~@mab (3amabeMab 3me@mg4(300b MMagnboema YIM 30~g3 absbgd9 EMybabaMoewol 
QmMbmaMsdsMogdo: gman LH qm BmddemgJGo ((3a~obeEM dob sbhengdn eRnM{d%q CES aod- 
NQMYEHO GH dLHJd0) LogsGHoyeomeo LAmg3meEddos, IgmHy 3md8eg Gob Agemdgemo 389 aob- 
mo3g0Mom. 0390 1987 Baemb asdmdoado369b, 3nbsa~@sb gdb3sndgma amdbmde@s, Mmd 39% woob- 
Mymg{d@o Mmogob 33mg30b. A396 3a9ad03@0M JgMmos@ dna_gqmm dmbsbamgmds dmMyxmddo 
IMog0embdosbmdob bodimbaxddo 1988 Bgmb Ceo Amagqbobs JoMaggemoa ymemg|ageo, Mmde~gd0(3 
03396d9HjdmMeEb6j6 8Hmg4 809 Aqdomdsdo. JsaMed, LodbyboMme, gdb300dg9Ma domg|39 aoM- 
C0(330EMo. sdob dadega Agdb IAmg0e~mgmdoe@ dodohbos Esbygdyemn bofdob wobMy~@mgds. 
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2; 

RaMab obemgdn gdb3o0dgMds aodagQMmym dJobomgdmsb gMmoe@ bog yd3moe@ wWoy~om 
JnomdnbogmemmaanmM 8Mmgd Hb, MmMdgmbs(3 1990-~esb 1992 Bemsdeayg asbbmM3ngmeoo agh- 
dsbym0 33E~mg30M0 Bmbeob (German Research Foundation) dbomMeoggmam. dobo~@mab 30%- 
gqgmbysMmb se@aameb 33m g930b dadbam wos aodagMmyemn hobsbyMgdab aswobodmbdgdmog, 
mdamoabab Lobgemdbaym gmbbyM3g08mMosbmeb 9Mms@ ~wsnagads Es 1991 Bomb foSoM@o 
gdb3ge@a(309 ayyMaodo. Agd aoMes, g4b8gqe@a3nsdo Imbsbo~mgmdebyb bombo Anbojgomy- 
Ma dgdm4dgw@gdab jomgemoab 693M 40 geadgmM aoMoyobadab bamddm3sbge~mmdnm, 39Mdme 
ga: bsGe ByIdod9, Jgmg306 Jomnsd3a~mna, Mabsmab yZ0609 ~s oMham~@ somom~yMos. 

89 gdb38ge@a300b b999(3609m Iobsbo oym 56 Bemob dadega 33093 0d bodegmgdob 
BobyMe, Mo(3 RonbgmMs 1935 Baemb, dmdegmmgdmob 6S 4M30ygQd0b 0~M9d9 Ed dZqQm0 ES 
sbsemo dobo~mab gMmdobymmeb dgwmomMgds. 1935 Bomb hobgMamo y3qmo Imd~mgmemo ~woo- 
0S H9IM ayMoodo, 898M Jomo) AmboGBoyMHdo ~o dob JodeqdoM] s@agamy|ddo, odo8md, 
dbgdMagZ00, 1991 Bgembo3 Aggbo gdb8ge@a300b yymo~@mgdob (3968Mdo gb Joomoda dmb3e@~. 

bodiqbomme, 1991 Boob dombymoa dbasgba bodmbygdabmg0b 0M aym bamboym- 
CMa 39MOMED. Ma aYM HMosbb3ImMBoM{d9 Co MMasbobgdye~mo aobmogbygd0b bo3zombo. 
JjeadgMds dmoagoMoe aobmogbydab 8Mmde~mgdo0 Imgemn YayqRobagab ygHdm bobemdo ws ~won- 
JoMs30 sgGmdybo ddemmomyMn AmboGoyMabs wo dob Ind~@gdoMyQ Lmyemgdob Lbgs@obb- 
35 seaamdn hggbo HMsbb8mMMBaMgdobmgab. gdbsge@agaobmg0b dmdbo~e@gdnb s8gmamedo 
JeadgMa won jo3daM@s s@_nmMmMdMng ImdegmMem|dbs wo sbboddm db, 306(3 d~EgmMme@s wo 
mobobds aym fobsbaMgdaob a039Mgd0d9. daybgj~@o30@ sdobo, smdmhbes, md Bmangmao 
32M20 ImdmgMomo ad EMMb oH 0dYMgagdMe@os 04 Ws Lb63Zqdb 9d LoGo(309do of dagde~mm 
Lod@gms. sbbodd~™gdobs wo Imdmgmemg|dob sMhg3060 aobbobm3mse mybobamo@ob 1935 
Bemab hobsbyMmgdo0b Ma8gM8ByoMIs wo oMs I—md~Eg_MeEng|dob boMobbds. sdo8md, hogadgmqm 
asbbb63039dqem0 Gadab dadbMymgdengdn: obwogow@yomyAMa IMIM|MEngd0 ws sbboddemgd0, 
8HMAaILAMbSEM|d0 (SbLoddE ,ayMGoob* Abaogo), LybSo bdob Ifmby, Jsamsd Gg73gMByoHob 
doomns6 3oMa0 d(3me@by bobeEsbdyema DgILM YM {dE—Mg7d0 Ed SMo8MMa bLaMbsE~Mn S@an~m- 
dM030 sbboddm~m dn. geadgmob 8oMos@n do~moabbdg30m ws Lb6go JoMm3gma Imbsboemggdab, 
anqmymoa Imdm|_Megdob fom3gmam, Bysmmdnms ws s@g_nmMmdmagn bo~mbob bL& jdJomo- 
Imy3zoMgmdob dgd3gqmdam gb gdb3ge@a300, wqodMo30 Lomaymob donbjm@o30@, bogdome 
boMdo® oye oym. 


3. 

SBOMOGNMs Ed HJba34Ma Hhg39d0 Imaze6me@o dgMemobab qgnbmemanab Ay bydob 
JnomdnbogmemmaayMds wgdoMBodgoGdo. fAgd Dog bamdmbyMama bamdg3gmMy~mgdab 
dabje30mM, bobgbbgd0 odoMosHyMo y356 YoeEs w0a3zqgdMybgdnbs CA GoemyM (M3%9d968)(30- 
sbhasb gMMms@. 30(393@0M Ms EMAbabaMoe@nlb hobsbyMgd0b &9Jbn34H Dobsbosm|demgdb wo 
ADoLAgAL, Gmd (35e-(3903I YMROMOYM ogodboMgdyemo Lodo bda~sb Mommyyco (Momo 
Agbodmgdgema ymoRnmaym domo 30M29e 35d0933M9), Aobsby9Mgd0 aobbmM3ag@mas bodo 
sobbb3039d4em0 sdoMosGom: DAT MHa3MMHeE_IMd, fonbyMe ,,389M8oGyMo" (bsd039 bds j@ooso) 
Md WModdoG jdm aodmgayg6gm MmMa BobgSoobo DoaboGmaymbo. bdgd0b bL&gmMg~m oMbgddo 
9.96(3803939d0M Ed L38g(300~yMo Jo3MMeamMbgd0b (Originalkopfmicrofon OKI von Sound- 
man) aodmygbgd0m dobsdmgdgemoa asbes y3qgmo bdob FAMOMMYAMsO Go, SdOZEMMNMoED, 
(300M-(30039 ARobgMs. adobagab, Gmd BZobgGo0b doabo8myRmb9dO9j agdmbme@s boygqmgbe 
bdoms CoY4MgQ0/356(390M39390S, Ja3MMYMbgd0 9.9635(390M3939M, WCoZ0aMdg{m~mg{m, Mmam*(3 
ImMbmdngMmembydo os Imd~mgMmemgob dagsdoamgm 89M0ba90%9. 1935 Bomb wod3qdyemo 
dg(3EMdgQd0b Mo3Z0E@96 s(3a~Mgda0b DobbaM, MME gbs3 BOMB oG®yMo hoobyMe Imagnobydom, 


604 bybob (39a~@gMo 


dgm@g9 hobsbymob weMmb, gMama oMbo asdmgnygbgm Iangmo badegmob fhobobyMoee@, aby, 
Amam™m3 gh aym DAT M93mMMeEIMd). sdaGmd bod aobbbgo39d6ym odoMsG'b97 fhobsbyM dab 
aoggmgoabagab bodomm oym Mode@gbadg s~@odosba — ge@adgMon, D9 wo gdb38ge@a300b L630 
dmbsboeng960. 

JqL38ge@07300b EMMb CAG osmyAMa MAdo ~ogZbgM IM Qeadg_MdS ~@e dg, bows 3, 06939, J9- 
COMES GH yJbo34qM0 odQMMdo(309, Lad~egMydab dabsoMbo, HoJbGo, Imd~gmemgdob bobgeg- 
do, sbozo, 8magbos wo 9.d. AbHyM3Z0yJd0 Co yombgd0 oym MyAbyAM Eeo/sb JomMaym@ 
j690b5. 

1991 Beoab ogemabda dmMmymddo bobamdmagn ymobob eMmb dg wo geweadgmds Jd5- 
39M966d9m Iago nbamMdo(309, JgnJdbs Lodme~mmm 39Mboo. bgemdg3Myemgd0b Mobobdo~, 
RobsbgMgdob ~g~mbg7d0 Ed MAGHoMYAM EM 3VIRZGGo(309 agMdsby~m gbobg wCodMybygd0b dad- 
IZ, 3009/30 dSg9MmMmabob gmbmdybogmemmanyMhoa Iydbgydab gmnbmdybogmemmanyMm wgdo0M- 
GodgO 8b; RobobgMgdobs wo OmyZydg6Go(300b sbemgdo go~wsg(30 Mdamoaboab 3mbbyMm308m- 
Moob. 


4. 

1935 @s 1991 Bergdob ayyMymoa Lodmgmgdob hobsbyM 960 dgo@EMmr 3o3daMdGos gMMIdo- 
Bymmob; dgbodsdoboe@, 1991 beab hobsbyMmagdob (3039 aobboemg3e 9M dgndengds. 

1935 Beab (330mob mamg3o3gd0b gmemgd(300 dga(303b 24 aymym bodmgmeb, dom dm- 
Mab joMao0@ b69736Mdb: ,o~moa gQodo", ,bobobdgayMo", ,30~@mb bamb3030" ~o dogo dodgo”, 
96939, Modem gbnd9 bo3emgd0@ (36md0~m bLodeagmob: ,bgmb3030", ,c~moSoMe", ,a9Mad0" wo, 
96939, Lodmgmoeb mgbnb%9 gmdyboddob Jgdom, Ms(3 1935 Beabmgob 0% aym asbo330mo. 
S6OMM JAMJrdoodZ0~@ds asdmod3gy6o bos (2007:238). 1935 Bemob ogm@obdo, Mmegbs3 Jo- 
Aa yma bobgmdbaym gmbmaMogaymoa anben joMam) dsog3mMasb bamddm3obg~mmdom 
asIMeE AMES Imb3m3bs Es ~MybabaMoe~@da, aNMyma Yayaa MMY_M WodoSoygb mmgbab- 
aMo@dh g{mbmaMsdoMagdo hobosbgMgdob aobogqmgdmoa. ayMyma xayaob bymo ba8mMo 
aYym: 3m@mocoadgm (@sco0d9) dgMdg6od3Z:0e~mo, KXayngRab bamddm3ebgemo wo dobab dabobodbogo 
DgAILMYQEMI_dQEmO, JMdS~EM LobsMymoady, IgmMM] bdo (InJIge), M|MRAM] MMIAMEMDd5, 
80M39em0 bdob dodbMymydgemo (30d s64eyem0). gb boda Imd~gme~mn GMHomdo 1905 be- 
096 IM_MMe@Ss Cs daLMyM|dymn BfmbeGosm bLadergM|dob dg& bdo. CobsMAgbo mmo 
ImIM|Momn aym doban da30Me@bod9 (Qa dgemo) mo dabjo~m gmMmdnbsd9 (S960). SMomb 
mammgyjema bdo hoobysMgb (3939 QmMOmMaMogam. Doybg@og30@ sdobs, MMe gbs3 «qbdgb 
CoEMBg~Emo bdgd0b 9d fobsbyM db, meEbs3 Amabdab L630 bIgd0(3, sda8md oMes SMoboo- 
Ma damanges, M3 sMay@mg|db LodmegMgdaob godaggmob. bodbybomme, Imgemo badeg- 
Ms bodn39 bdam gMms@ ,doMBoGqMab" bobo mebs3 Imagnsbydam fonbgMse gMm-9gMM 
RBMbmMaMood9. 

1935 Beob fobsbyMgdab dgdowmagbemmdod agngombsbs ob dgnmen wos L&MsH Jao, 
Mo(3_ BodImMgaygbgm 1991 Bemob hobsbyMmadabamgob. 

A3960 1991 Bomb AmboSoymda ymobob eEAmMb 8Hmaga gbaMbsE™H AMIM|_MED|dmM6 we 
SH_ZammMdmMng osbboddmydmsb6 MMasbodgdym ofbo gobbb3g039dyema0 ARobgmab M30 bLgboo. 
mammgyjma hobgmab Lobos aby7dme@s wabzyboom, bmaswoe, ayMmym badmgMmgdbo @o 
b39(303034M ayMym Ma8gMmHy0Mb9; JgdeEga A396 boMZ0@agbw@om 1935 Bemob bodmgm9db 
@os 3ybd7;6~@om bmangMa domasbb. 

gb ab®mMayemn fobsb9M% 950 smgemoab b9MGBamb GMdmswagbe@s. A396 3930mbgdmenm, 
33003 IM|MMeaOb Ib My oMs Dom es, 96939, Oy daQd~mmmM Imd~rgMemgob od Lodegmydab 
DgbMyemgds. doybg@o30@ sdobo, y3gqmo IMIM Memon of 2(36Md~@o od Lad~rg|M|db. asgoagqm, 
AMd BmangMan Jomasbo RIM 30-93 OYM MAsI_AMBwWoMHdo, JoaMsd y3Z9mo IMAM |Momb om 
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dg9dem domo Lommose@ dgobMmymgds. bmangMan dmdegmsmn bobwosbdyon aym wo 39M 
JOgMMeS joMase. 3Madsb4y~mab 3oMan Amddgmo oH onyM Ed BMangMaA s~wanmmdmMng 
sbboddmb Lmymos@ agobbb3039dq4m0 MgA8IgMByQoMO BfmbeEs, Mmdgma’Z IMI~M|MEmg|dob 
dgbodmgdemmd gab aym ImMagdymo. LHAmMos@ Imy~mmebyma oym, Mmd domemme Msd- 
@gbod9 dmdmgmemb dggdemm gdmegqgmse Ma qm 3mmagmbayMa ayMfyoma bad~egmMgdo. Mo 
odo ybe@o, A396, ob939, hogabgMam dom dagmh dgdmmogo0b 9d4em0 badmgmgeon0, Joybyg~@o30e@ 
adobe, Md abobo of dagboSy3abgdmeao 1935 Bmob MasqgmGByomb. 

Ley fionbgms 78 badmgme, ofg@ob 36 asbbb3go3964em0 bodmegms Mode@gbod9 30M0- 
968do. 1935 Bomb febyMamo 20 asbbb3039d4ym0 Lodmgma@sb 15 989M jow~93 (36mdo~mo 
aym; abobo fonbgms 40 aobbb63039d64e@m 39Ma0bGdo: 4396 Jdg0~@mdo" 4 39Ma0bGdo, ,dogom 
anMmoasdo® 6 3:9Mn068do, ,30cemb bgmb3030" 3 30MnsbGdo, ,~moGoMas" 4 30M0968do, ,omo- 
R505" 3 3:9G056Gdo, ,s~@om~mm* 2 39M%056Gdo, ,dog0 dsd30* 3 39056 Gdo, ,se@ome" (,,3-@0- 
mmo") 2 39MN968do, ,d9 Mybo3gmo" 5 3:9M0068do, ,~mgbobo" 3 3:9H09bGdo, ,dMogomysdogm" 
2 30M0568)do Ed MaAMM-HaMM Zg9MnsbGHdo ,bobobdgayMo", ,dZgqgmo odo~gmne", ,doyMucnn" 
Od ,Z06GobayMo". LodbyboMme, 1935 Beoab 3mm]4(300@06 y3gmo Lodegmab fhobymse 39m 
d93d9eam: 1991 Baemb 39 fogbygmqm badegmgdn ,agmoado", ,dabs3gmyemo", ,doe@mmdgeon" 
QS yOZOL|MO”. 

1935 Beab Mg3gqMByoMab aomMes, 18 L630 bLod~mgme fonbyme (29 3505680), oJgcwob 
bMangMan GHadsyMa ayMymo bodrgMos, ‘Omaa 3 — ImdsymoMyen bodegMgd0, Hmd~mg|d0(3 
dagm bofjoMm3gmmdns (36mdoma. ob939, dgobMmymgb wo fhogbgMgqm bodo boasmmdgmo 
(,d94q4Q9M Ba39Mom* 5 Z:9MasbGdo, ,EM|L Lomdammdsb Ise@mdsb* 3 39Mos6Gdo es ,fmobGyJ 
sobeoas*). 

domasb dabsoMbosba aym ob&yM30xgGd0 Imd~gMm|dms6 wo aNMymn QmMm3~mmmMy- 
mo bodegmob bbge bsGdmdswmagbemgamab (goy9 Qamamm@msdg, MHdMH dg9Mdgbod30~@0, Joss 
MmdMsmnd9 Ed ~adn®Mo 099@5d30e@0). y3gmo bLadmgms aodagms gewadgmds wo febymMe 
Mybeymoe. 

adabmgob, md boda asbbb3039d4em0 Imbymdo~mmdam, aobbb3039d4ema bdmg3obo boa- 
Bbommam ARobgMamo dobome ymRamaym dgSoe@ doabob3e@mdo, dgo4dbs y3qmo hobsbygmoab bod- 
Mmmm 39Mbos, MMdgGM(3 BoMIMo~@agbb DAT-%9 asgqgmgdyemn fobsbyMadobs wo sbo~m- 
aayqMa jobg& dob ymddnbs300b, Wogabyqm Ms 89MGHGyMam Co dogzyg3;0mM (30eMBg~y~ 
bdome hobsbymydb J@mobmemmanab dabge@30m. 

d99c@aMd bodagxoe@ ~Csagadamo nym y3Zg9mo RobsbyMab asdogy3Mos, doamed gb 8m39bo 
KIM 3093 0H WobMymgdymos, 8HmgqGob weobsbyobdog9 (bo@0 aobews, Mmd 73MMdyE~mo 
BmMBo3oab Lob®gdo JoMmyen Immogmboob gadbaMgdobagob of aym dmbobgmbgdgmmo. gb 
AgyQboGygobmdo dgodhbos, 9b939, gMbL® gdbL3o0dgMdo(3, gh oym wo RIM jow@g3 oMoab adob 
dodgy ba, Md doboms OMgdI@] sMoo g9d—(39d04em0. 


>: 

00 gdb38ge@a3n00b fobsbyMgdn@o0b Msd~@gbadg wob 336s dgndemgQdo ao3zqgmadgb: 

80M38g9mYyM3gemabo, dgbod~mgydgmons MydgMGByomoab agbgmoemyAMa dodmbamgo. dgbodsdo- 
Lo eEMmMaL Y2mMbbq. LonbGyMgbmoe s~mobadbmb, AmdAgmo bademgMgd0 nym Yammer boygoMgemo. 
BMANIMMD seEgZa~mmdMag3n ayMymoa bLodoegMss, ‘bman(3 DIM|AM{dMe. Img bodjomms39- 
cmmdo, dodab, Mmegbs3 bBmangMab emgbo~mgmdom 3g9mo0M3 Imabdg7bm. Ms MAdo yVoe@o, 
Lo3emde0 1935 Bemobs @o 1991 Bemob MH93qMHyQoMb drmmab: dbad3gbgmmzZbs@ aobbb303~@9d9 
Lod@gmgdob Mome@gbmds; 1935 Boab bodmgmgdo admgmgdme@s dbmmme aymym 3mmo- 
RmbayM L&omdo, bMaam BSmangMand 1991 Beab badegmygd0@o0b — oMe. 

1935 Bgemb fobymomo badegmgdab 1991 Boemb fsbymam dmangma bodegmsboosb 
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dgmoMyds ofiggbgdb, Mmd OmangMan d3q9ma bLod~mgms gofHo Mg8gMByoMn@ob, dodob, 
AmMeagbs3 bLbgo bodegM d0 odeEgMgds LHymMns@ aobbbg039d4q4m aBmmMdodo (Jsgamamoe, 
Lod@gm do .fh396 ddgn@mds", ,moGoMos", ,3o~mmb baemb3030", ,o~omm", ,d9 AAbnggemo", 
»030 dodg30", ,OCMOQSIS"). 

Oyd(39, QOe@s 30733M@gIM, Mmd 1935 BeEob fhobsbyMgd0b IAmdA~M|_mMeEngd0 BHmagbom- 
Boemgd0 043696, bmemm 1991 Bemob badydgddo domme gMan 8Hmaxgbombsmmes YayRo 
NY™M Bd aMamMmodab, masM dg9Mdgbadga~mabs Oo 93MM dDobsModab Imbsba~mgmdam, Ms(3 
YRAM OIG YAMA dg@oMgdab dobodemgdemmdosb Jma3z(39d@o. Jg~@oMyd0b dgd3qmdom fg3g6 
320890 09 (33Cmamy|dgeab dgbobgd, Ho(3 dmcemm 60 Bemob asbdogemmdsdo aosbo3o@s ayMyem- 
do QMm3mmMy@ds Lobadrmg{mm Masd_gMBayomMdr. 


6. 

doboms @o 0d gqb38ge@aj300b dg@gagoo Msdw@gbxgMdq nym boMdmeagbomn, doamod 
oMoebommb bmy~mo bobom: 

1993 Bemob 0939dd9Hdo j7eadgMIS Cd AI AdZ03gMIM 8M] bg7OGHo(309 S9Memabdo &Mo@o- 
goyea Anbozab bogmmsedmmoabm obb&o84&do (9b ALGoG®yGHo odobmdsdo cmoodoes). 
d9Memabda syeon®mMasdo odymagdmeby6 gmbmdybo3zmemmageo, Mmdemy|dac3 0d woMmb 
Iqdomde@by6 Lbgs@obb30 bag qMbo8948do (smdmbogm qm d9Memoabob syddmm@Bob syoa3qm- 
LoS 98do es Eosbo3gmg{m dsgMemoabab mogabyqQom y6039%b08)98 0), jnomemanymoa do9- 
“dob gnomdqbagmemanal (989M 8o0d96Gdo, b&74~eg768 4d0 Cs WonbH MgbLgdQemo IQdEmogo. 
Agg6o 8Mg7dg76Go(300, Lobgmbmregdom ,do30~ ayfosdo", dg@agdme@s syy~om bndyd9d0- 
Laob, Leong gdabasb wo gqb38ge@a300b bbgo deboe~abaeb. 

L&oGoo abamobym g6ob9 Bomdm3go@anbgm ESEM-%9 (93mm3jem0 Lgdobsmo gmbm- 
Agbogmemansda), GMIgcma(3 AoGsMH@s y9bg30d0, I3gga(39M05d0, 1991 Bemob ba4899dghd0. 
ab d90393@9 Lodeg@ob ,omogsds* mmo 39Mboab eEgGomyH dgwoM dob (ob. Ziegler 1993). 
JHamdmaga 8MMg4 80, Hmdgema(3 HoMdmosw@agbwos d39™a Ed sbse~ma AfebsbyMAda0b 653g9db, 
mobosmayma wyodMs30 dgbad3bom, Imdbs~@@s y96g30do0 Ateliers de Musicologie-mseb 9m- 
ms, dsamsd LodomamydMngn 8Mmdm~mgdgdaobs wos SH Jbn3yMo LoMaymggdob asdm ogo 
39M asdma3o. 


7. 

dobomabmgob dmem 20 beab aobdogemmedsdo bam0 of beam wo yeoo~gba domoabb- 
d93o eo bsbamdengn Aydomdos bogoMm odabmgab, Hmd 33m~m03 joM|0@ |09(36mM dobomob 
Cd bymbsby7H Em 3dQZ5Go(300b. 

1991 Bgemb 8MmgqGab dobsbo ym gobmdybagmemanyMa 3307930, hobobygMgd0b ao- 
ggmgoob, asdogMmgab, sbo~obab fom3mam; dgbodsdoboe@, (3bo@0 oym, Mmd 1991 Boob 
Bobsb 9M 940 oes dgbbogemamoaym 1935 Bemab fobobyMgdab boyd39mb9 (ob d39e0 @o ob- 
smo dsbom@moab dge@9MJd9). asndoMas CEabgybos agMdsbgm~m, JoMmgg~m, sgbGMHag~ wos yBMoba 
BMMJAJdM6 QAMoe ayMyemn badegMydob gadboMgdob/AebyMab Mmomdobg, Modo(3 8md- 
C™Mgdo 39M aswmoby3nGo. Msd~@ j6009 D(3~@geMMds aobbmMM30g~mes gdb3ondgmoab fhobsbyMydo0b 
bLogd39mb9, doamed aboba gmobam CEsbMymes. Ergabsmgab bo3dsme woMbdINbydyemo 
30, Md wobo3gm gmab bm®Bogoob LobSgdo amy Imeagmbaabmgab omMos MasmyMoe 
AgboSygabo, doamed 30090m369d, md dagmab sboemobab ms6sd9oMmM39 bagembsbymgdn od 
IndsHaymydam bLoboMagde~mm odbgd9 (Isgomomabamgob ob. Scherbaum, 2016).. 

adabsmgab, md MoZ0@ob 930(30~MMM Lo6mMGBe QadbaMgdab 8Hmde~mgdo, dbge@3g9e~mmMdo- 
do bes aymb da~rgoyemn dgammggoyenn dobommoab bdobew@s syw@om fhobsbyMmgdob bobom CD- 
9 A9d—M(3900. Jgbodemgdgemas 1935 Bemabs wo 1991 bengdob hobsbymMams gMmoe@ aodm(3990, 
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doaMsd ofg@ob of (39MM YyroRnmMs IMIbBSOgdyE@O Q5dm(39dOLMgnb, abobo domeme bo33- 
793 dobomob boMdmo~@agbaos. dayybgm@o30@ odobo, bmangMan 8Mmdm@mg|ds wWojo3doMJd~%y- 
mos dobomoab aodm3gdobmeb, 80M3g9mym3emabes, LodsMmmy|dmMng bLogambgdmob6 wo, 0b939, 
GHJba34qMH 8MMdemgdgdM06. d3qmo0 Imd~mg|Megdob sybozom yma bomobbob boMmImbohgboe 
dgndemgdo aodema3gb oMs domemmMe Immag_mboyMHa LodI~M|Mes, sModg{e@ (390EMBgQ~yEMo 6I9d0(3. 
1935 Beob 33omab p[amobemMab fhobsbyMnw@sb BmangMon 339 aodma(30 ymddod&yMo 
c@oab3ob bobom (Echoes from the Past, @ob3o0 12, 2008); (330mob (3amabe@Mmydob fhobsbyM Addo 
yogmoemdob bomobbob bdob asdmagmadob daybgm@o30@, ab donb3 ab&mMayemos. 

Sdyodoe@ 1935 Boob dobomadob — hobsbyMgdabs ws gdbso0dgmoab fhobsbygMadob — 30- 
(030(309°09 LoydoMag_ 30 oH MOML, daMaMs@os@, b5938MMM yRmgdgdeab bogambgdnb aodm. 
Sdo8md, gAms@gMan dobsdemm 89Mb3948039 dgod~@mgde oymb 1991 Beob fobsbyMada0b 
(30039 3003909 9d oagomaAMa gdbdge@agoabs os JoMaym-agMdsbyyemon Ig(3b09MQd0b 
Yy3gemo 9 ComMdsGgdqem0 MobsddIMmdmmdnb cwomy3ndg6SaMgdob dobbam. 30d9em369d, md 
Jongg od agMdsbga~ ymemyagob dmmMob dbasgbo mobsddIMmI~meds 33em03 dgbodemydgemo 
aJ69d0 Imdo30e~do. 


msMadbs don 30 bs~esMyndzneds 
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25 YEARS LATER: REMEBERING FIELD RECORDINGS IN GURIA 1991 


il 

The paper is about a field expedition to Guria, organized by the late Georgian scholar Edisher 
Garaqanidze and carried out in June 1991 by a joint German — Georgian team. Unfortunately, until 
today the collected material has still not been published. There are several reasons for this state: 
firstly, the difficult political situation in Georgia in the 1990s following the field expedition, and, 
secondly, Edisher's untimely death in 1998. In addition, my part in the research project ended in 
1992, I entered a position in the Berlin Phonogramm-Archiv and became completely involved in 
work on the wax cylinder collections. Now, 25 years later, I wish to return to the Guria expedition. 
I shall not present a musicological analysis, but rather a description of the expedition, its aims, 
results, and perspectives for the future. 

The starting point for the field expedition in Guria was a restudy project based on a collection 
of Gurian polyphonic songs, which were recorded in the Leningrad Phonogram Archive in 1935. 
The singers were among the best performers of the local traditional Gurian style of polyphonic 
singing. Unique sound recordings were made on three phonographs by a group of ethnomusicolo- 
gists: Evgeniy Gipptius, at that time director of the Leningrad Phonogram Archive, Zinaida Eval'd 
— well known Russian ethnomusicologist, Ernst Emsheimer, German musicologist who had moved 
to Russia in 1932, and Georgian linguist Iosif Megrelidze. Each singer was recorded on a separate 
phonograph, and a complete recording ("partitura" = all three voices) was made independently 
some time later, since — obviously — only three functioning phonographs were available at that time 
in the Leningrad Phonogram Archive. 

Emsheimer transcribed the Gurian recordings, Megrelidze wrote down the texts and an intro- 
duction, and it was planned to publish them together. However, in 1937 Emsheimer immigrated 
to Stockholm, where he assumed a position at the musical instruments museum. Unfortunately, 
Emsheimer was not allowed to take copies of the wax cylinders or of the transcriptions with him to 
Sweden. Years later, in the 1960s Emsheimer wanted to continue his work on the Gurian material 
and asked for copies. M. Lobanov, at that time in charge of the Phonogrammarchiv in Pushkinsk1y 
Dom in Leningrad, complied and sent Emsheimer transcriptions and tape copies of the wax cylin- 
ders, made by Russian Melodiya Company. 

The original collection of 36 wax cylinders is still in the Leningrad Phonogram Archive: one 
complete set (transcriptions and tape copies of the cylinders) is supposed to be in Stockholm, and 
another set of copies is in my possession. It was sent to me in 1987, because Emsheimer felt that 
he could not finish his work. We planned to attend the Symposium on Polyphony in Bordzhomi in 
1988 together, and to seek Georgian colleagues who would support the project. But, unfortunately, 
Emsheimer died soon after. Since then I have regarded it as my duty to finish this undertaking. 
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The tape copies together with Emsheimer's transcriptions formed the basis for an ethnomu- 
sicological project, for which I applied in 1989 and which has been supported by the German Re- 
search Foundation from 1990 until 1992. In order to research the material in the place of origin and 
to verify the transcriptions, in cooperation with the Tbilisi State Conservatory, a field expedition 
to Guria was planned and carried out in June 1991. Besides myself the expedition participants in- 
cluded members of the Folk Music Department under the direction of Edisher Garaqanidze, namely 
Nato Zumbadze, Ketevan Matiashvili, Tinatin Zhvania, and Archil Baghaturia. 

The scientific aim of this expedition was a restudy that would make recordings of the same 
songs, which have been recorded in 1935, once again after 56 years, to make interviews with the 
singers, and to compare the old with the newly recorded material. All the singers recorded in 1935 
were born in Upper Guria, in and near the small town of Chokhatauri, so naturally this was the focus 
of our expedition in 1991 as well. 

Unfortunately, the summer of 1991 was not a good time for such an enterprise. Transportation 
was difficult, and accommodations had to be organized privately. Edisher managed accommoda- 
tions for the group in a private house, and a bus with a driver was hired for transporting us to dif- 
ferent places in Chokhatauri and the surrounding villages. In preparing the expedition Edisher had 
made contacts with local singers and ensembles who would likely sing and agree to be recorded. 
However, it turned out that several good singers were not available at that time, and others were 
not able to sing in that situation. The choice of ensembles and singers was governed by the rep- 
ertory of the Leningrad recordings in 1935, not by the quality of the singers. Therefore, different 
kinds of singers were recorded: individual singers and ensembles, professional singers (like the 
Guria ensemble), old singers with weak voices, but a very good knowledge of the repertory, and 
non-professional local ensembles. Thanks to the personal efforts of Edisher and the other Georgian 
participants, the Gurian singers' engagement and the hospitality of the local people this expedition 
was quite successful despite the many difficulties. 


3 

The equipment as well as technical advice was provided by the Ethnomusicological Depart- 
ment of the Museum of Ethnology in Berlin. An agreement was signed by my person in order to 
borrow the equipment, which had to be given back together with a detailed documentation upon 
return. In order to follow the technique employed during the Leningrad recordings and to have each 
of the three voices available separately for making good transcriptions, the recordings were made 
with three different machines: On a DAT recorder the "partitura" (all three voices together) was 
recorded, and in addition two analog cassette recorders were used. By separating the voices in the 
stereo channels and by using specific microphones (Originalkopfmicrofon OKI von Soundman), it 
was possible to record all voices at the same time together as well as separately. In order to have 
the best possible division of the voices on the cassette recorders, the microphones were separated, 
prolonged as mono-microphones and attached at the singers’ shirts. In order to avoid the mistake 
made in 1935, whereby the "partitura" was recorded only later in a second recording, one channel 
was used for recording the whole song, as was the DAT recorder. Therefore, the recordings on three 
different machines had to be executed by several people as well, Edisher, by myself, and by other 
participants of the expedition. 

During the expedition a detailed protocol was written by Edisher and me, including technical 
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information, the contents of the songs, the text, the singers' names, age and profession etc. The 
interviews and questions were in Russian and/or Georgian. 

During a longer stay in Bordzhomi in July 1991 all information was approved in close col- 
laboration between Edisher and me, and a final version was produced and typed. According to the 
agreement, the original recordings and a detailed documentation in German were handed over upon 
return to the Ethnomusicology Department of the Ethnological Museum in Berlin; copies of the 
recordings and documentation were provided to the Folklore Department of the conservatory in 
Tbilisi. 


4. 

The 1935 and the 1991 recordings of Gurian songs are closely related to each other; therefore, 
the 1991 recordings cannot be regarded separately. 

The wax cylinder collection of 1935 comprises 24 Gurian songs, among them well known 
songs, such as "Ali Pasha", "Khasanbegura", "Kalos Khekhvavi" and "Shavi shashvi", and also 
some less known songs like "Khelkhvavi", "Lataria", "Ierishi" as well as a song on Lenin praising 
communism — no wonder in 1935. A list has been published by Anzor Erkomaishvili (2007:238ff.). 

In July 1935, when the Georgian State Ethnographic Chorus under the direction of Kirile 
Pachkoria toured Moscow and Leningrad, the Gurian group was invited twice to the Phonogram 
Archive in Leningrad for recordings. The five members of the Gurian group were: Vladimer (Lad- 
ime) Berdzenishvili, leader of the group and excellent performer of the bani, Ermalo Sikharulidze, 
second voice (mtkmeli), Teopile Lomtatidze, singer of the first voice (Arimantchuli). These three 
singers had sung as a trio since 1905 and had performed most of the songs. The other two singers 
were Ushangi Shevardnadze (mtkmeli) and Mikheil Koroshinadze (bani). Each voice of the trio 
was recorded on a separate phonograph. However, when listening to these separate voices one can 
hardly hear the other voices, so there 1s no reference which makes it very difficult to transcribe the 
songs. Unfortunately, the whole piece with all three voices together was recorded as "partitura" on 
one of the phonographs somewhat later. 

The content of the 1935 recordings pointed out the method and strategy to use for the 1991 
recordings. 

During our stay in Chokhatauri in June 1991 eight different recording sessions were organized 
with professional singers as well as local ensembles. Every recording session started with a discus- 
sion about Gurian songs in general and the specific Gurian repertoire; we then introduced the 1935 
songs and listened to some of them. Taking these historical recordings as starting point, we asked 
whether these songs were still sung and also whether the singers could perform the same songs. 
However, not all singers were familiar with these songs. We learned that some of these songs were 
still in the repertoire, but that not all singers were able to perform them properly. Some singers were 
old and could not sing well. A good krimanchuli singer was not available at all, and some local en- 
sembles had a complete different repertoire according to the singers' abilities. It was quite surpris- 
ing that only few singers were able to sing the complicated polyphonic Gurian songs. Of course, we 
also recorded songs that were offered, even though they did not correspond to the 1935 repertory. 

All in all 78 polyphonic songs, among these 36 different polyphonic songs in several variants, 
were recorded. Out of the 20 different songs recorded in 1935, 15 were still known; they have been 
recorded in 40 different variations: "Chven mshvidoba" in 4 variants, "Mival guriashi" in 6 vari- 
ants, "Kalos khelkhvavi" in 3 variants, "Lataria" in 4 variants, "Alipasha" in 3 variants, "Alilo" in 2 
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variants, "Shavi shashvi" in 2 variants, "Adila" (Vodila) in 2 variants, "Me Rustveli" in 5 variants, 
"Lenin" in 3 variants, "Mravalzhamier" in 2 variants, and "Khasanbegura", "Dzveli abadelia", "Ma- 
qruli" and "Vakhtanguri" once only. Unfortunately, we did not succeed 1n recording all of the songs 
from 1935 again, the songs "Ierishi", "Chokhatauri", "Mgzavruli", "Madlobeli" and "Agidela" were 
not recorded in 1991. 

Besides the 1935 repertory, 18 other songs were recorded (in 29 variants), some typical Gurian 
songs, others popular songs known all over Georgia. Three liturgical songs were sung and recorded 
as well ("Meupeo zetsatao" in 5 variants, "Dghes samghtoman madIman" in 3 variants and "Kriste 
aghsdga"). 

Very informative were the interviews with singers and other representatives of Gurian folk 
songs (Vazha Gogoladze, Otar Berdzenishvili, Shalva Lomtatidze and Dimitrie Imedaishvili). All 
of the songs song texts and interviews were written down by Edisher and translated into Russian. 

In order to make the material that had been recorded with three different devices on different 
sound carriers better accessible, a final version of all recordings has been produced, which is a com- 
bination of the recordings on DAT and analog cassettes, starting with the "partitura" and followed 
by recordings of the single voices according to the chronology. 

In a further step 1t was planned that all recordings should be transcribed, but this has not been 
accomplished yet. Already at the beginning of the project it became very clear that the Western 
notation system was not appropriate for transcribing the complicated modal structure of Georgian 
polyphony. This inappropriateness had been observed by Ernst Emsheimer, too, and this was and 
still is the reason that the material has not yet been published. 


5. 

Several conclusions can be drawn from the recordings on this expedition: 

First a general overview of the repertory can be gained. Against the background of the respec- 
tive time it 1s interesting to observe which songs were favorites. Some were local Gurian songs, 
others sung all over Georgia, whereas several are no longer heard today. There is of course a differ- 
ence between the 1935 repertory and the 1991 repertory: the number of songs differs considerably; 
the 1935 songs were exclusively sung in Gurian polyphonic style, while several of the 1991 songs 
were not. 

In addition, a comparison of the songs recorded in 1935 with the same songs recorded in 1991 
shows that some of the old songs have disappeared in the repertory, while others are sung in com- 
pletely different forms (for example, the songs "Chven mshvidoba", "Lataria", "Kalos khlekhvavi", 
"Alilo", "Me Rustveli", "Shavi shashvi", "Alipasha"). 

However, we must be aware that the singers of 1935 were professionals, whereas in 1991 there 
was only one professional group, consisting of Vazha Gogoladze, Otar Berdzenishvili and Avto 
Makharadze, which would allow a detailed comparison. By comparing we learn about the changes 
that Gurian folk song repertory has undergone over the last 60 years. In any case, the extraordinary 
quality of the 1935 singers could hardly be reached by others. 


6. 

The material and results of this expedition have been presented several times, but never in 
their entirety: 

In December 1993 Edisher and I gave a presentation at the International Institute for Tradition- 
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al Music in Berlin (this institution has meanwhile been dissolved). The audience in Berlin consisted 
of ethnomusicologists, at that time working in different universities, East Berlin Humboldt Uni- 
versity and West-Berlin Free University, in the Ethnomusicology Department of the Ethnological 
Museum, students, and the interested public. Our presentation, entitled "Mival Guriashi" included 
sound examples, slides and other material from the expedition. 

A paper in English was given at the ESEM (European Seminar in Ethnomusicology) held in 
Geneva, Switzerland, in September 1991. It included a detailed comparison of the song "Alipasha" 
in two versions (see Ziegler 1993). The article is published in French in "Cahiers de Musique Tra- 
ditionelle" volume 6. 

A joint CD project presenting a selection of the old and new recordings with ample notes was 
prepared with Ateliers de Musicologie in Geneva, but — due to legal problems and technical diffi- 
culties — it has not been published. 


7. 

Now, retired from my position in the Berlin Phonogram Archive, I have time to return to the 
Gurian material. 

The material has not been touched for the last 20 years, and it is a huge effort and time-con- 
suming work to become familiar with the recordings and the handwritten documents again. 

In 1991 the project's aim was ethnomusicological research, consisting of recording, tran- 
scribing, analyzing; thereby, it was obvious that the 1991 recordings should be studied against 
the background of the 1935 recordings, i.e. comparing the old and new material. A big discussion 
with German, Georgian, Austrian and French colleagues about transcribing the Gurian songs arose, 
which has not been solved. Several attempts basing on Emsheimer's transcriptions were made, but 
failed. Today I am quite sure that the Western notation system is not really appropriate for Gurian 
polyphony, but I hope that contemporary tools for sound analysis will be helpful (see for example 
Scherbaum, 2016). 

In order to avoid the problem of transcribing, the publication of the collected material as 
purely audio recordings on CD should also be taken into consideration. Publishing the 1935 and 
1991 recordings together would be an option, but neither the 1935 nor the 1991 recordings have 
been prepared for publication, but instead as material for research. However, several problems are 
connected with publishing the material, first of all legal issues, and also technical problems. In 
order to demonstrate the unique quality of the old singers not only the polyphonic song should be 
published, but also the separate voices. Some of the 1935 wax cylinder recordings have already 
been published by Anzor Erkomaishvili on a CD (Echoes from the Past, CD 12, 2008); yet even 
with a lot of sound enhancement the sound quality of wax cylinder recordings 1s historical. Hence, 
our attempt with Ateliers de Musicologie in Geneva to combine old and new recordings in one CD 
was not successful. 

At present a publication of the 1935 material — recordings and Emsheimer's transcriptions — 1s 
out of question, mainly due to copyright issues. Therefore, the only possible perspective would be 
to publish the 1991 recordings separately in order to document this unique expedition and a most 
successful scientific Georgian — German collaboration. Encouraged by the last joint publication 

"Georgian Prisoners' Songs Recorded on Wax Cylinders in Germany 1916-1918", published 
in Georgia in 2014, I hope that a similar cooperation between Georgian and German colleagues will 
hopefully again be possible in the future. 
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IMd392N0 BSNVO: GHOLNGNILN BMANVMENNL VMMIBISN, LOHIIGIMIAN GN8ISNN 
RQ JOMBMMdBNS 


Bsdy3s696n: amb 4d ymMeosbns cs ~osngs Mshiayjbs08)9-3gnfnbngb5. 


amb9d yoMesbosd dMa30mm0 doanw@ab dmbsbamg|gdb dobmogebs, 30693(3mMmM ~wongs Moho- 
josa89-gohabagbgb dImbbybgd0do_ bLyGoMG0b67b-s6 Cos393daMjdam BsdmgMHacmo cwobmbsb&yMo 


IMogoembdnsbmdab 8Mmdmg|ds, MAmAdAgmaA’s Leer FAM Cd ~QMM of yoomyMo beogdo. 

dob ombadbs, Mmd oym EMM, M36 d93H0 QaJIMmdes, Mmd mMmaG\aqMo by Som §o6bg- 
Lo aym b93y6e@90%9 sagdyemo yoa3z0eEmyMHa drgempbs. 34M Bodbob sbMam, LyGomBobghbob 
Ag dbmymgdgengd0 39M b3~@gGd096, my Mob 939mMgd96, M39 La3~ybegddo degmnsb. yoroMeosbo- 
ob sbHam, 9b Mgo~mmdnbasb demos dmMb oMab, Mo~@aob goMao@ss (36mdo~@ma, ImMIM|Memg|db 
9d 3oM9E basdm3bjdm Aoby Cabmbsbbydn. Mo3{@sdoMZq{emoe CmaGgZab oMabGmyMo8oab Mygo4(300 
b9308069L09 0339mMoe@ wWoMyMeRaMO Ym, Ms~@—aQ0b Dsmagab bLozymoMa GHMoai3ovj~m0 boad- 
gM MoMo(3 G6, Bhgggam, oym. 

ds6 asabbyobs, md Dbasgho Md JoMoyma AMogembdosbmdab dgdmb3930d0(3 dgnbod65- 
SMES. dogma, Mmegbs3 AgemoGMb6 domobhaged9d, ymddmbaGMMds, Agbo3gmemads wo 
Agjbogmbds, Mmdgema3 bHoMIMdmdam CGosbo3gemga bofoMagqemmeoob (099 00) ayo, XIX bow 3y6ob 
80-096 bemgddo b3sbgado 8oM3qmoe@ ,,cmam|" hoabgMes, asdagyMyem 39MnsbSdo 8aM3gQemo o3eMo0 
d9(3300«m9: 4/5-ab doangmMse@ bLodegms ~onbym 3/5-am. dabogab bgsbyMa BoMdmbaobagab dq69- 
dMH030 CabmbsbbyMa 4/5-s3mMea AgGobdIgGoe mAggqyemme yogMes. ogo dgq(30@0 L306 9d0b 
Lodmgms 93Mmdy~m BoMdmbosboosb dagobemmgdnbs, doamMsd gabs3 L3e6gd0b Lodegms doybds- 
Bos, @sdgmsbbdgdo0, Mmd L306 Imdegmengdb Lommy{e@ gb wabmbsbbyd0, 9b ,w4qbgdo" s3mMeogdn 
“Mhg36ooo. 

a. ymMeoboosb obMam, Msbsdg@MM3Z9 Qmomdnba3memmagdn bgem-bgem 9(36md09MId96, Md 
Dbasgh wabmbsbb9d%q oagdyemo Lodegms dbm@cmoamb L6go@obb30 bsbaedo a363c 900. dob Imo- 
43065 CabmbsbbyHo IMsgombdosbmdab Isgomoagdo EyMab&sbob dansbo IbsMagwsb (93~96y0), 
Medgemn3 sbemmbos soemBoabsaMymabs wo dso~myebgmoab wobmbsbbyMm dhogombdosb &Mooa3- 
NJeM56 Cd 9H9Q 9M sJab boqMom (3g6HMsemynMHa oboob gmz0myH JgMabdInsbmdsboosb (sy- 
coamdes. 1) . 

©. MaxybsnGQ-gofinbagbgd CosesbSGyMo, Mmd gb LodegmMs sagdyjemns dgemmenab &9M(30- 
gem Lgemgddg wo ggMGogoredo godQedgdam yagmb baggoegdo, obggg, mamMEB_ bag goegm 
Ly GoMBobgbdo wo, ob939, MMaggb Abasgho MaG®dyomn degen o43b. 

a. ymMesbasd dmay3e6. 30@93 JgMmo dogsmamn g39b0b gmbmamsdoMogdo wo(3~jem0 
BobsbyMgdn@0b6, ao3zqmgdyjema 1967 Bomb byMabSobdo, bows(3 sMbgdmdb mabbadosbo bo3Mo- 
30 bebgembmegdam 379 (Wadj), Mmdemab moba39 boda woagw@o ba3begdamss sbymdng~mn ao- 
COOVSYEN 3394 Hab wCosdsebmbdo (Loe, emo, bo, Cm Cag bo). S~EaQNmMdMHn3960 deagmos6 abgm 
Lodmgmgab, bogwoy3 dgemmens HaM304E L3mgdd go oagdyeno (doascmamse, g-g-h-h, a-a-cis-cis) 
© bdgdab dgMbydo asdjrodgdyjen Lo3wba gab Jdbob. mamJmb dsmmgab smo bo3domabo sda jbo 
ba3~beogdab bdam asdm39d0, ababo Lodegmab somoemyemyMoe aody~odgdam 739396 gmx -ob 
maba39 dagmeb (sj~@omdsa. 2}. 

Agbsd9 doasmama AMeo~mmg|n 3agGbsdab dagddo di3bm3gMgQd0 gmba34MHa ~VO(3aMgbLedab 
Agjbaga~@sb oMoab smgdyemo (s~o0MIoa. 3). 3098bodob yd3aMgbmdgdab dybog3oeb b38q(309e@ MHo 
L&oGos gdM3Zbgd0 aoMemobeoob 96;303e~m3g@nsdo, doaMsd sd ogHmMaGJ Gye aoder39dodo 9b 
Lom3Mo0e@ bLoab&g{Mgbm Ihogeembdasba BMogna3no bsbby69d0(3 jo 9M Mab! 

yoMesbasd wsdbL6Mgm dgsbbo6s, Mmamm3 a96(330@Me@s 5038 BybbSo abemby boob 
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O’MeEMaMIdNe Mgaombdo aogM3gemgeyema Laz VbeEyQMa Ladegmgdab dqmasMyAmmob dbao3gb9- 
d007 (sjeoomdoa. 4). 1954 Baemb dob asdmby3o baagba dom 3o6gmn~@sb boembab dobodemm dogams3o- 
9°69 abeomby‘basdo. Mobs330M3gqemno aoboma3omabbabydgemos, Med Dbasgbo LebodeagMme Moe0(3- 
agd0 09 dgdcmbgg30do Leqmnse@ asbbb3e39d6~em0 Mobgdab d4Jmby boembgdab bo3zyWmMgdoo. 

dob wodbLbMym, 03% 939, Imobdgbabs, semdom, y39emo'b9 CobmbsbbLyMHa GMoga300b dog- 
S(MN0IJGO CMIH3Z00@ob co 8d98 cob (sjeomdsa. 5, 6). gb szobob369emo Gadg& geo dmegmengdo- 
Laobss hebyMamo w@obs3gemqm fabgado ws bsMIMyN~@aGbemoe@ bdsdomems ws IFq4oM|@ LMAmogd0. 

mogabo asdmbsmab dmemb dob snpn&mmMoasb dgsbby96s, Mmd Abaogho Bomdmbayyemn bad- 
mgm, bow@s73 @obmbsbba go~sdby398 Mmemb obMymg|db, ym3qmogab dbmoacmomb y3qmoby 
O’MEMAM Ade s~Eanm|dda, 96 3Mb68nbjOGoab aobssaMs Mygaambyddo azb3~@qdo. 2015 Bge~mb mo- 
30L0 Boabobogab ,boaybem bodegme, sesdosbob gym&qMs Eos 93mMmyW300" DMogeembdosbo 
Lodegmab asgMm3gemgdab M9 3960b dgw@gagbobsb, 0. yrmMe@obosd dmsbeonbs Lbgo@obb30 Godsob 
DIMozoeMbdosbrdab Zemobagn3o(309 od JoMBmaMogoM]d9, yd(30 Dob oM dajwagbns M30 Cob- 
MbsbbyyMa 3memngmboabagab. 

0. ymMMesbosd drmybmes yoemgagob odbeyxqewmb wabmbsbbyMH Imeagmbnsy wo b3e@moemo 
d908s6mMb6 Logo~@obb30 dmho3oembdosb GMo@n309%] (3me@bab asgomMamgdsdo. 

o.asdabmbnsd wsdLbMy{m dgoboo3obe, IMogoembdosbmdob of b9MImMe@g F60e~ GHoadb, yoMocmme, 
wbggwoeoxyMo" g5momb. 

a. y~mMesbasb sbMom, doMame3 dobodemydgemns AMogeembdoasba GHMoga3agdab ~woymap~ 
cabmbsbb.ym (b53-n6c0-y) 06 jgmbbmbsbbym (9G Q0 >) 8089d0e. Ms Mm do bw, &gMdobdo 
,oabmbsbbyMn" asdmMasbejema oes aymb y3q9mobsaMa bygasGoyMo dond3gbgemmeds, dob bogm- 
OM 9M999Mo ofgb ,(34)0" yEgMo~mdsbosb. s~sdosbyd0 ba3bwe9ddo degmosb ada®emd, md 
dom gb dmb6mbo. doaMsd, semdom, 43MM LOmMns ModoMs30 La3~WbEyWM Cos oMs Cobmbsbboym 
IMozeembdosbmdob9. 

93. dgMdsydds smbadbs, Mmd Dzomame@ bes aondagybmb daemmeonanMHa wo 8oMImboaxyemo 
ba3~J6cogd0. dgaemmeonnMoee byazbwo y3qmobg seE3zamoea LedegMn abS M3Zeemns, CabmMbsbbb bom- 
Imow@agjbb BoMmdmbay~mn bya3y76~e@0. Jaba sdbMHam, woabmbsbbydbs es ymbbrbsbbydbq bowydmoab 
69(33CM9EO, RMN Mdag_dIGyMa yMHaSMoyd9d0 oes Imadgdbmb. oan obasMgdb oe~madbgn bo- 
gmembgob obMb, Amdemab moebsbdow, Mmog0 be ogeMa~@ma badabdag{M BG armmMosb Mmdgembo 3 
rBZ6sAgbob™ CsH3goMago ofgb. Jogsmamse, dagmMab Ladsmmab mMasbabs3aab MgoembsoMabom, 
Logamms bgaSMocMoe 06 mdngq8qMose Z3ayaJMma MMasbods3aye L8My74GMgd09. 

sdobosb wWojo3doM dom, a. yMesbasd obodmo bLojzwbanMa Bomdmboab dbad36gemds09 
Lozo@obb630 dhogeembdosb 3yEmEG&yModo: bea GHMoe@0(308do MMbdosbKrdos aogM(3gemgeweMo Co 
La3~J6eo9d0 BoMesdeM sMab Jm3gd4yem0 (doascmomse, dyjomasMgado, o6 m0 3odo). ob939, ‘oma, 
Lodbdosbh ®Mogn30sdo bygvybeogdo BoMe@sdoM sMHab d3gqdqjema, bYMabGobab Abaogbo~. doamed 
9b9dmd96 Lodbdnsbo Ladmgmg|dn, MmammM3 ghos b3064H 96 ogoMyje ~nseMg|4G dda, bowo(3 330- 
gb sodmogo ba3ybeoo bg~@o bdgddo, doaMsd, sdobmsb gMase@, a3zoqgb dgwsMgdnm dIe3nengadxjemo 
dba, AMAgema(3 Hj7~ bIsh B30MGBoa 96 330bGom oMab wosdmMydyemn. semdom, Jgbsdemydgemno 
and,gob, Mod oMbydmadb yyemByMgdn, bowo3 ba3~yoroxyMa BoMdmbos oMab asdoGmbygdyyem0 3M0b- 
(3080 ©d BxMByMyd0, boewo3 LagwoaMHn BoMImbns oMbydmdb, doaMsd ab oMos aodoGmbydujemo. 

93. dgMdoeydab sdMom, b3064m bodbdosb LadegMedo bdamee@ asdmygbgaxjema 3308960 Cs 
33068960 a30h3969db, Mmd BoMIMbayea ba3~b~gQd0, oJ 0d dgdemb3q30b agqgMenmn Imgemgboo, 
AM 36 IMAM _Momb joes sommbl Edobeos 339MGHo> Ed 33068, MMdem]d0(3 sBybGa3yMo mgab9- 
dgdab Bys~mdna 39/3060 se@3amo bLodE Moo. 

a. ymMgsbos 9H CWogmobbds od sdbMb, Mmd L3sbgdabm30b ba3zwbaM wobmbsbbyddo bad- 
Mg9Ms dxIIMbZq3NMN». ab, M973 Mobsdg~e@MM39 o~@odosbb EAMb doshbas 4yRMmM se3o~m bodeEgMog, 
Agbodemmes, Leyemac3 of aymb obg Lbgo@obb30 Bxy~mBqMobs CEs HMsea300b IoGomgdemgddo. 
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93. dgMdoydds asbdsMBo, Mmd ab, Mobsi3 020 4WQMM seE3a~moe@ bLodagMmb qjomegadb, omab 
B85HIMbngd0b mdgMBmbygd0b bL3q48Go (gmbbbsbbyd0, GmamM 3 (36mdoens, Lobyabo mdq%- 
8mbgd09, CGobmbsbbyd0 yo — dm). 

a. ymMe@sbasd CsdLb6M a dosbbyb6s, md bMabSobab, moG3yM 06 moGH 30M bodegmyddo 
Ag dbLMy{eg9d9eg9d0 BoMEed3OM by3~7beEgGdaM JEgMnsb wo, MMaAMMH:3 Aobb, dom gh Lejem om vyGoMn. 
oy oesdosba byagwybegdam dmgmab 8Mnb3038b dajavjgdo, docmasb sw@gamns ba3wybagdom 3oM- 
Imbod do. GHgJbo34Mo HgoemboebMabon gb s@3gamns ws dmagh BoMIMbayeE 9axgq4Gb obcogbb, 
g0bsa@sb bagwbmo y39m0b97 demagmoa w@abmbsbbos. Ayyioda dobJobgd0b bogbsemgdda y3qmoby 


bdomee Lommg@ ba3~6egd0 abdob. ba3ybes 93qmb97 JQqd8 Moe CEs LOMogoe@ 04(393b dbd9- 


Bgemab or asdgegemab yyMo~m|dob. 
co. MAnyAbsnGqd sqjronmMosb qydegmMs domemme mH dagmMedy oageyomo LagybeoyMa b0dy- 


do. 

a. godabmbnsd yjMo~m|ds aoodsebgame abga dgdcab393009, MM30 BMA gMoaydJo~ omgdy- 
mas BoMdmbayyemn dbsMH9, 0b939, Hmam™ 3 Im&30(308 adobe, Mmd dagmMs dgndengds dg303e9b. 
dsb dogsmame@ Imay3z069 8obod7G}d4ab Goage64MHa BM e0(309, bowo3 Jome~mMeE dg3039djen0 
dagMgons asdmygbgdyjemn. s~@odoosbb dmbbmbb ab, Mebs(3 wan bbab aobdo3emdsdo abdgbb. bovy- 
doMine MAdyM DHhogombdos6mdsd9, 9.0. yyMoomgdab (3968Mdos Agemmeons, 8mM0oMb Sooo, 
Lobsde3amgdo 30 dobady§d4qG0 sMob doymgzbjdyemo dagMo. sdogeEMmyAmoe, ob AMogombdos- 
Bmdse. gb, 06939, a3begdo Lgsebqmdo, 3ngGbodbo wo, bobo~mmdMng, moGHgoyM Mmodo, ob939, 
BsbacmmdMng, sob asdmboSqjemo afro bodeagmgddo. gh gman bosdMmg36m 8Mnb303809, 8mMM- 
OobMbGBoem Mab bosomabsoMm. 

©. Aqmemnsdgnends asobbyb6s, Mogab wsbmsb gMm@, d93d3mdsdo, Mmamm™ (3¢~20~mmd~e@bj6 
Lag~jbeogddo gdegmsem damagab yomase@ 6(36mdo Lodegms, oms boembyMo. do~mosb dogemo aym, 
o9d(30 docmnsb basdmgbjd~@om. ba3~yJ6e@ob, ~odey 3n~@ gdm, Aobbo3qoMydyenn 3ndMo(309 o43b. 
od(30, Mr30 JoMHorjem BoMdmbosd |. Lowydomo, bo~wo3, dogocmmamee@, yEgMb 339MG-3306Go- 
BMMEN, 8d sgmMeodo bLagy7esb 7339 9(33EMgdo SgbGBogwyMo dybqdo. dabo sbMam, sMobbmMno 
domorqe Lodegmsdo dymgmo bo3gwbegdab aonanggds moGgoyM 06 L630 ®Mowa3ayjem bodegmo- 
do dy~EgM ba3~76cEqdor06. 

a. ymMsbas Wogmobbde od dmbobMydsb wo s~adbs, Md ba3jOw@s 34R3MM RoMam dmg3e9- 
Boo. L6g09 (30039 sgymgMyajema ba3zy7beES ws Lb3ge — aoM3gqQyEm JmbGHaJbSdo fobdgemo. omob 
LOM GqyMQd0, Omdengda(3_ gyMeEbmdns6 ba3 bagel (96 b93880090b), ob) Agoby bdmg3ge69dgdb. 
doaMsd Mab 3yem&qMgd0, DJoasmamse oaMagedo, Mmdemg|daiz_ Mogb oMa~@ 96 dom wo (3@e0- 
(M496 VQ3FM BmbLmbsbbLyMHn bdmg96gd9d0 KDEQMeb. sham Jgadeab3q30do ba3jbeyMo Co &gM- 
(304e0 bdmgebgdgda0b dga8oMab3s0M]d9 ademgg3o Lodyyoengdsb oMs doMBr mHo Lobge~@obb63o Gosob 
DIMogoembdnsbmds asdm3gyma, sMsdgqe DMogoembdosbmdoab Jaga dbogmam dho300meg9Mm3bg9d0 
“jbqdo~@ WodZyMa MM asbbb3o3g9dq4m gBmoboew. yrMe@obosd, 9b939,Asmbadbs, MHmd dbmocomb 
IMoZ0eMbdosbo 3yemBqMgdab jgmbGHMobSyor 3063038959 oagdyeow MH aosbbb3o3qdyer xYayao~ 
CoYMQRAbL a~w|9 yJgMd—r LowydoMdoa dabmsgZ0%bo d98M6 Mods asdyMycmodgd. 

93. dgMdsydds Wob30 dg30Mb30, HqdJdMab goJGmmMab aom3ecoabbabgdom, dgadengds oy ofMe 
cabmbsbbydab om de asbbbo3039647em0 aymb, Mm30 LboJdg aobbb3go3g9d4e Lobadmgmm b8omgdmob 
a30)3b, dam 4R3Mm, |Mmd dobsdemydgemns abgamo abS {MZ0Emgd0b agbgmaM|d9, Mmdgembs:3 A396 
CAaLMbsHSnMoe@ dogohby3m, xyd(39 BoM3ggQyEMN MdgMBmbgd0b sdrogdob dq obaba 7339 
CALMbSHGNMose MM yorgM|b. sdagzoMoe, ,wbgdo" degms, M3 boembb “bmaygh obg dmebbmbb, 
omdem, Joma Lodegmab Bgbow@ bes dogohbomam. dogoemamse@, b306960 aobbo3zqmmMydeyemoco 
dagMnsb dgoby ogmMegob wo, MmammM3 a. yrMesbosk dogh boh3969d0 doascmamgdn~@sb fobb, 
gh oMss bomdg9Mm dgbMymgds, oMoo 3707 756:H—M. 9dO8Md, 933~m93M9ddo baz oes aooM30c~- 
abbob6mb, avy MmamM Leemegds gb ab MZ0emqd0 B8mMBZoem Moo. 
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a. yeMesboasb sdMom, gb docmosb bonb&g\MgbmM ~ws dbadgbgemmg30bo CAGE. Mondo 
Yy3gemo  Byem8yModa gb Cwobmbsbbyd0 gox7dbqQd0 Lyaywybaogdb, Mmdm|dbe(3 dogmas bdsdomems 
dmgMnsb. Mmeogbo(3 L3ebgd0 gMadsbgmb Ladmegmsdoa 99Z0dM d096, abobo (3~@Ac~mmMdg6 adeEegmmd, 
M3 dgadengds, bdsdsmems Cs (3C0CMMd96 A_ZGmab bLodagMse 3.RMmrM bdodsmsma wo bobam- 
demnga degman aswsgoMmb. b3sbgd0b sbgmo bobadmgmm ,dggz0dMa" geadgM aoMoysbadgbo 3 
o43b ombymomo. bebodemgmm dag0dMo axnMnsdayy GHoMe@ges, doamsd dgxadmMo of Lymm bb3o 
Lobgb amgab. of mbL&oGmdo, adsMmgnboMgd0b qooMas AmogoMo: Amy~mmebgema ImdMomdab 
Bd3gMJos, 06 HmbosemyMoa (33cemamgdgdnb dzdmBobs. doamMsd L360 AmdmgMengdan dogZ0dMgd0b 
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ROUND TABLE: FORMS, STRUCTURAL TYPES AND CARTOGRAPHY OF 
TRADITIONAL POLYPHONY 


Speakers: Joseph Jordania and Daiva Raciunaite-Viciniene 


Joseph Jordania suggested the participants to expand the problem of dissonant polyphony 
emerged in connection with Sutartines in Daiva Raciunaite-Viciniene’s paper, which is becoming 
more and more topical. 

As he noted there was time when many thought that Lithuanian Sutartines was a unique phe- 
nomenon constructed on seconds. Curt Sachs believed that when singing in seconds the Sutartines 
performers did not realize what they were doing. In Jordania’s opinion, this is far from the reality; 
it is well-known that the singers obviously enjoy sharp dissonances. Initially the reaction of Lithu- 
anian aristocracy to Sutartines was absolutely negative, because traditional singing was something 
unusual and strange to them. 

He recollected that similar was observed in Georgian traditional polyphony. For example, 
when Meliton Balanchivadze — a composer, musicologist and musician, who was originally from 
West Georgia (Imeretri), transcribed “Lile” recorded in Svaneti in the 1880s, he changed the first 
chord: started the song with 3/5 instead of 4/5 — the dissonant 4/5 chord, natural for Svan harmo- 
ny, sounded very unusual to him. He did his best to approximate the Svans’ singing to European 
harmony, but those who have heard the Svans singing, will admit that Svan singers prefer these 
‘rough’ chords. 

In J. Jordania’s opinion modern ethnomusicologists slowly acknowledge, that songs con- 
structed on similar dissonances are encountered in different parts of the world. He referred to the 
examples of dissonant polyphony from Nuristan highland region (Afganistan), which is close to 
dissonant polyphonic traditions of Baltic countries and the Balkans and has nothing to do with the 
vocal monophony of Central Asia (audio example. 1). 

D. Raciunaite-Viciniene confirmed that this song is constructed on thirdal movements of the 
melody, and seconds sound constantly in the vertical as in secondal Sutartines and both have similar 
rhythmic model. 

J. Jordania gave another example preserved at Vienna phonogramarchiv, the example was 
recorded in 1967 in Nuristan where there is a four-string musical instrument Wad}; all of its four 
strings are tuned with seconds in the range of augmented fourth (G, A, B, C sharp). The locals 
sing the songs with the melodies constructed on thirdal movements (e.g. g-g-h-h, a-a- cis-cis) and 
merging of voices always creates seconds. As if making so many seconds with voice is not enough 
for them, parallel to singing they constantly play all four sounds/strings of Wadj (audio example. 2) 

The third example is from the music of the ethnic minority in North Vietnam (audio example 
3). Garland Encyclopedia dedicates special article to North Vietnamese minorities, but in this au- 
thoritative publication there is no mention of this amazingly interesting polyphonic tradition! 

Jordania reminded the participants how Jaap Kunst was surprised by the similarity of the sec- 
ondal songs in the isolated region of Indonesia with Bulgarian examples (audio example 4). In 1954 
he published the book about the possible migrations of Balkan people from Bulgaria to Indonesia. 
But of course, in this case, we should consider that people of completely different races have similar 
singing traditions. 
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He also gave the participants the opportunity to listen to the examples of possibly the most 
dissonant tradition from Latvia and Tibet (audio examples 5, 6). The latter, recorded from Tibetan 
singers in West China, is performed incredibly loudly and sharply. 

At the end of his speech he reminded the audience, that such harmonious song, with dis- 
sonance playing crucial role, is always encountered in the most isolated places of the world, or 
marginal parts of the continent. In 2015 when creating the maps of the distribution of polyphonic 
singing for his book “Choral Singing, Human Culture and Evolution” J. Jordania made classifica- 
tion and mapping for various types of polyphony, but he did not create a special map for dissonant 
polyphony. 

J. Jordania called his colleagues to talk over dissonant polyphony and contribute to the expan- 
sion of knowledge about different polyphonic traditions. 

T. Gabisonia suggested the colleagues to refer to the presented type of polyphony simply as 
“secondal”. 

In J. Jordania’s opinion it is really possible to divide polyphonic traditions into dissonant 
(secondal) or consonant (thirdal) types. Of course all negative meanings should be excluded from 
the term “dissonant”. It has nothing to do with “bad” sound. People sing in seconds because they 
like it. However, it will be more correct to speak about secondal and not dissonant polyphony. 

F. Scherbaum noted that melodious and harmonious seconds should be clearly separated. 
Melodious second is the easiest interval to sing, harmonious second is a dissonance. In his opinion, 
more objective criteria should be found instead of speaking about dissonances and consonances. 
He shares Aleksey Nikolsky’s opinion that we should try to stay away from any category which 
has the function of judgment. For instance, we should try to think neutrally or objectively about 
organizational structures. 

Concerning this J. Jordania talked about the meaning of secondal harmony in different poly- 
phonic cultures: in some traditions with two-part singing seconds are straight given (for exam- 
ple, Bulgaria or Lithuania). Seconds are given straight in some three-part traditions as well, like 
Nuristan. But there are three-part songs such as in Svan or Acharan dialects, where there are many 
seconds in top voices, but at the same time there is relatively distant bass, a fourth or fifth from top 
voice. It can be said, that there are cultures, with prevailing secondal harmony and cultures, with 
secondal, but not prevailing, harmony. 

In F. Scherbaum‘s opinion, fourths and fifths frequently used in Svan three-part songs show 
that harmonious seconds is the side effect of the case when a singer wants to take pure fourth and 
fifth, which are much easier to sing thanks to psycho-acoustic properties. 

J. Jordania did not agree with the opinion that it is accidental for the Svans to sing with sec- 
ondal dissonances. What people today think is very simple to sing, may not be the same among the 
bearers of various cultures and traditions. 

F. Scherbaum explained that what he calls easy to sing is the overtone spectrum of harmonies 
(consonances, are known to be initial overtones, dissonances — final ones). 

J. Jordania reminded that audience that in Nuristani, Lithuanian and Latvian songs the per- 
formers sing directly with seconds and it seems that they do not have much trouble. If a person gets 
used to the principle of singing with seconds, it will be very easy to harmonize with seconds. From 
technical standpoint this is easy and makes strong harmonious effect, as a second is the strongest 
dissonance. Seconds are heard most often heard in cal signals in the street. 

D. Raciunaite sang an example constructed only on two sounds for the audience . 
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T. Gabisonia drew attention to the case, when harmonious side is taken as a criterion, as the 
motivation that the sound can be sustained. He gave an example of Pasibutbut — the Taiwanese 
tradition, where only sustained sounds are used. People like what they hear for a long time. We are 
talking about thematic polyphony 1.e. the center of attention is melody, the horizontal, actually Pa- 
sibutbut is a sustained sound. It is polyphony at the same time. This is also encountered in Svaneti, 
Vietnam and partly in Latvian Rota, and also partly in Gurian songs. It his is the same thinking 
principle, opposite of the horizontal. 

D. Shugliashvili recollected a story from his childhood, when his sister and he tried to sing in 
seconds any song they knew, not a folk one. It was very difficult, but they enjoyed. A second, in- 
dependently, has particular vibration, but when it comes to Georgian harmony, where, for instance, 
there is fourth-fifth chord, the acoustic nature of a second changes in the chord. In his opinion it is 
incorrect to identify the seconds from Georgian song with those in Latvian or any other traditional 
song. 

J. Jordania agreed with this viewpoint and noted that second is a broader phenomenon. A 
separately sounding second 1s different from the one in definite context. There are structures, which 
are based on seconds (sevenths) i.e. sharp sounds. But there are cultures say in Africa, which avoid 
them and try to sing more consonant sounds. In such case the comparison of secondal and thirdal 
sounds allows not only to distinguish two different types of polyphony, but to divide all world 
diversity of polyphony into two distinct classes. He also noted, in private conversation Tamaz Gam- 
krelidze suggested if it was possible to find the division of World polyphonic cultures into two 
different groups based on contrast principles. 

F. Scherbaum asked whether it is possible to perceive dissonances differently considering the 
factor of timbre, when it comes to different singing styles, all the more so it is possible to generate 
the intervals, which we considered dissonant; however after excluding certain overtones, they do 
not sound so dissonant anymore. Thus “rough” singing which people like sometimes can be consid- 
ered the rule of their singing. For example the Svans sing sharp chords particularly and as we see 
from J. Jordania’s examples this is not opera singing, this is not Bel canto. This is why researchers 
should consider how these intervals are actually produced in vocal way. 

J. Jordania thinks that this is a very interesting and important detail. In almost all cultures 
these dissonances are based on the seconds sung very loudly. When the Svans compete in singing, 
they try to sing as loud as possible to overdo each other by singing louder and longer. Edisher 
Garaqanidze has also described such “competition” of the Svans. Song competitions are held in 
Guria as well, but here it is completely different. Here main thing is mastery, skill of improvisation: 
to make sudden movement or change the tone. But Svan singers just show their powerful singing, 
stressing loudness and durability. As Garaqanidze says, the competition continues until one of the 
singers losses his voice. According to Prof. Gabisonia’s correct observation, when music teachers 
want to explain the principle of dissonant and consonant to their students, they play dissonant very 
loudly and consonants very gently. 

E. Koéo agrees with the connotation of dissonance and consonance described by Jordania, 
this is why he prefers the term “secondal polyphony” to the term “dissonant polyphony”. He also 
considers it incorrect to speak only about “monophony” and “polyphony”, as this leaves no place 
for “heterophony”’’. He thinks, that it is better to use the terms multi-part, ‘two-part’, ‘three-part’, 
polyphony with ‘Iso’ (drone). The term heterophony is much closer to these phenomena. 

In J. Jordania’s opinion what the term heterophony implies is important. He thinks, the ma- 
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terial heard during the Round Table session was not heterophony. He believes that heterophony 
is the type of singing when the singers are sure that they are singing in one voice, actually there 
are minor deviations from the unison melody. Heterophony, with different variations, is widely 
spread in East Europe, where West Asia and East Europe meet, in Russia, Ukraine, Belorussia and 
adjacent cultures. He believes that in Eastern Europe heterophony 1s a later occurrence. It covers a 
huge region like a large blanket. Another musical phenomenon — drone polyphony is encountered 
in some isolated regions of Eastern Europe at the same time. If we believe the well-known rule of 
geographical stratigraphy, when two phenomena are distributed this way (one only in isolated small 
areas, the other — almost everywhere), the phenomenon in isolated areas is much older, 1.e. in East- 
ern Europe drone polyphony is a much earlier phenomenon than heterophony. J. Jordania does not 
consider heterophony as polyphony; it holds place between polyphony and monophony and seems 
to have originated at the time when European polyphonic and Asian monophonic traditions merged 
in the valleys of Eastern Europe. Finally he asked Eno Koco whether he considered heteropony as 
polyphony. 

A dialogue took place between J. Jordania and E. Koéo. 

In E. Koéo ‘s opinion, some Georgian songs are heterophonic, some are polyphonic. He does 
not think that if the song is not polyphonic it is heterophonic. Simply he does not want to mix 
heterophony and polyphony with each other; he would rather separate polyphony, and regard po- 
lyphony and heterophony as multi-part. Polyphony which has been introduced in ethnomusicology 
from classical music is a Western term and completely different. This 1s why he believes that there 
should exist a particular name for unique Georgian polyphony. 

J. Jordania responded to E. Koéo, that Georgian ethnomuiscologists have long agreed that 
heterophony is the only wide-spread singing style which is not encountered in Georgia. Then he 
extended the theme and noted that ethnomusicologists often try to understand how this or that mu- 
sical phenomenon is denoted with its native terminology. In his opinion, monophonic, say Iranian, 
Chinese professional cultures have formulated theoretical systems, with systematized melodies and 
modes. Polyphonic culture bases on absolutely different principles; here there is almost no similar 
general theory and J. Jordania believes that exactly this is the nature of polyphonic music, because it 
is for everybody and not only for professionals. If we are in polyphonic culture, we all sing together 
and thus, with singing we celebrate wedding or good harvest. 

One of the participants (not seen in the video) thinks that J. Jordania bases on the viewpoints 
accepted by different type cultures, which does not match with Western understanding of counter- 
point. He does not either agree with Jordania’s opinion about the absence of theoretical viewpoints 
in polyphonic traditions. The style of contrapuntal polyphony is fairly specific; however despite 
different viewpoints, there should also be objective criteria. The criteria should be created long 
before starting to talk about classification. It is also possible to have a unique category, which will 
include Georgian polyphonic singing. This should be something like the classification of linguistic 
families. Researchers should not be under the pressure to describe and classify different cultures 
according to the limited number of criteria. 

J. Jordania noted that in ethnomusicology the term “polyphony” is used in broader sense and 
not as a narrow Western notion. Besides, it 1s also preferable to specify the meaning of the term 
‘“heterophony”’. By the way, Prof. Tamaz Gabisonia has made the classification of polyphony styles 
in Georgian music, using bass as the classification criterion. Bass should not necessarily be in the 
low register of the texture, it can be higher, for example in Nuristan, as we have already heard, 
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among both women and men, the singer is in the middle of the voices, but he is still bass, even 
drone. He thinks that it is possible to speak about bass, as a central criterion of polyphonic texture. 

Manuel Lafarga agreed with this viewpoint. 

At the end of the Round Table session J. Jordania mentioned that, as a rule, the discussions 
do not end with the agreement of the parties involved. The discussion is fruitful when the parties 
share different viewpoints. The chairman thanked the participants of the Round Table and noted 
that today’s discussion encompassed only forms of polyphony, although the announced theme of 
the Round Table was much broader. He expressed hope that the information obtained from this 
discussion will be an impetus for further thinking and consideration. 

The speaker thanked all the participants and expressed hope that the information obtained 
from the discussion will be an impetus for further thinking and consideration. 


Audio examples 


Audio ex. 1. http://polyphony.ge/%E1%83%98%E1%83%ID%E1%83%A 1%E1%83%94%E1%83%9 1 - 
MEL%83%IF%E1L%83%IDME1L%83%AI%EL%83%I3%E1L%83%90%E1%83%ICME1%83%I8 


%E1%83%90-5/track-15-2/ 


Audio ex. 2. HTTP://POLYPHONY.GE/%E1%83%98%E1%83%ID%E1%83%A1%E1%83%94 
%EL%83%I 1-YE1L%83 %9F%EL%83%ID%EL%83%AI%E1L%83%I3%E1L%83%IO%E1L%83%IC%E 1 
%83%I8%E1%83%9I0-5/ALTERNATING-SONG/ 


Audio ex. 3. http://polyphony.ge/%E1%83%98%E1%83%ID%E1%83%A1%E1%83%94%E1%83%9 1 - 
MEL%83%IFMEIL%83%IDME1L%83%AI%EL%83%I3%E1L%83%9IO%E1%83%ICME1%83%I8 


%E1%83%90-5/track-22-2/ 


Audio ex. 4. HT TP://POLYPHONY.GE/%E1%83%98%E1%83%ID%E1%83%A1L%EL%83%94 
ME1%83%I1-%E1L%83 %IFMEL%83%ID%EL%83%AI%E1L%83%I3%E1L%83%IOME1L%83%ICM%E 1 
%83%I8%E1%83%9IO-5/TRACK-22/ 


625 


IBHMMISNL DILO6IE 
(3Mgd4Qemdo ds-n asbasgbgdab daby~30m) 


CONTRIBUTORS 


(In the order of appearance in the volume) 


amb 9d ymMe@sbns, bye~mm3b6gd9Md(3meEbgmdob wemd- Joseph Jordania, Doctor of Arts, Honorary Fellow at 
GoGo, AqmadyGbob bogqMboGqGob Igbogob 3mb- the Melbourne Conservatorium of Music University of 
bLgM30QGmMaab Gosdy3e60 dg(36agM-MsbsddMmd geo Melbourne (Australia/ Georgia) 

(ogb8Momns, bLoqoMag3gemm) 


josephjordania@yahoo.com.au 


dsMnbs JogmsMsdg, byemmg3bydomd(3mebgmdob wem- Marina Kavtaradze, Doctor of Arts, Professor, Head 
JQmMa, 8HMgBgLMMo, Mda~mobob bobymdbagm 3mb- of the Department of Music History at Tbilisi State Con- 
LaMm30mMMaab dybogob ab®mMoab dadsMaymgdoab servatoire (Georgia) 


bgemddm3obgmna (Logomag3gcm) 
mkavtaradze@gmail.com 


JgMmesnb dango, Rammbagaob wm 8mmMo, dob- Caroline Bithel, PhD, Senior Lecturer in Ethnomusi- 
BgbL@gGob wbaggMbo®gGob gnbmdybogmemaoob cology at the University of Manchester (Great Britain) 
4qxR3MMbo dobbo3mgdgem0 (congo dM 9690) 


caroline. bithell@manchester.ac.uk 


S65 8aMBMAMBLZ9, Bo~mMbmgoab wm 8mMo, 00309- Anna Piotrowska, PhD, Associated Professor at 
emboab bogqmboG Gob Igbo3ob mgmMHnabs wo the Department of History and Theory of Music at 
SHMM3MeEmMaoddh gomgeMab obr3oMg7d4qem0 38Mm- Jagiellonian University (Poland) 

RBgLMmMo (3membga0) 


agpiotrowska(@interia.pl 


sbeMs 3 ddoho, Rommbrgaab em 8mMo, gonbo- Andrea Kuzmich, Ph.D in Ethnomusicology (Canada) 
Ibo gmemman (306@0) 
singinkuz@gmail.com 


And B9Msdgama, bymmMgZb6_d9Md(3MebQMd0b ~wms- Gia Baghashvili, Doctor of Arts, ethnomusicologist 
MHo, FMOMIAQbagmMEmMa|d (LoJoMagge™) (Georgia) 


bagashviligia@yahoo.com 


dsMnbs 3sas6rgs, gmengddoob bag qgMbo® Gob wem- Marina Kaganova, PhD student in Anthropology at 
JGMMs6Go shaMm3meEmansdo (93d) Columbia University (USA) 


mk2841@columbia.edu 


Aobgem mag_oMas, 39 g6bLoob bms306 MmeGoamb Manuel Lafarga Marques, Professor of Music History 
bobgea>mdob dybogob qdsmegbo gmbbaMgoGmMoob and Aesthetics at Higher Conservatory of Music Joaquin 
AIgbazab ab&mManbs ws gkhangGogob 8sMmgygbomo Rodrigo of Valencia (Spain) 

(9b38969a0) 


mlafargam@ono.com 


626 


8969emm39 bobb ambbsemgba, 30 g6boob bo3gmo- 
L&IGob 3gqMbodmogMydyema AgbagomyAMa goboo- 
mgdab aobbMom, d3g@oaman Cd WsdMyjZa~@ Jdge~o 
J 330g30M0 (9b306 900) 


Penelope Sanz Gonzalez, Graduate of Valencia Uni- 
versity (Music Education), teacher and independent re- 
searcher (Spain) 


penelopesanzgonzalez@gmail.com 


bLands6 dg@GemgMn, Zoemmbogoab wm&mMo, gon- 
bmdabo3gmmmano, daqbogmmmao (93800) 


Susanne Schedtler, Ph.D, Ethnomusicologist, Musicol- 
ogist (Austria) 


schedtler@wvlw.at 


9M563 IgMdsyda, 8MGbLeosdob qbogqMbo8 Gob a9- 
M30 %b0 gab 8HMRILMMa ~s agMdobaab AMmgbymo 
bod9(3609MM o3oe@gdoab oMAgyemn bya38M%o (agMdsb6oo) 


Frank Scherbaum, Professor of Geophysics at the 
University of Potsdam, Elected member of the German 
National Academy of Sciences (Germany) 


Frank.Scherbaum@geo.uni-potsdam.de 


Ladss sMmdo, com|SmMo, dsoMo0bab bsdg(36agMm 


3309306 gMmg3byemo (396GMob bodo8om weomMy]4Gm- 
(0 (b003563 9000) 


Simha Arom, Dr., Emeritus Director of Research at 
the French National Center for Scientific Research 
(C.N.R.S.) (France) 


simha.arom@gmail.com 


9963 ggnba, bdob sg@oaman, ygbg30b (8390G00- 
a9) Jnomdgbogmemmanab L&yeaob Myayqmomaymo 
389e@9aMaA0 (b503563 9000) 


Frank Kane, The voice teacher, regular teacher at 
the Ateliers d’Ethnomusicologie of Geneva, Switzerland 
(France) 


kane.frank@gmail.com 


mods doMmsdgnenn, bLoobgmMde30m  &gJomem- 
aagdob asbymaRamgdab qa3mmbo go%ba3mbo, dom- 
R0ba3Mbo, 8HMaMsdob8o wo abyobgMa, obbo3mo@e 
SgqbGogob bog yd3gm db mdomoabob bobgmdbogm 
3M6b9%308mMosdo0 (Logomag3gcom) 


lashamartashvili 


yobs 89MBemsboa, Igbogmmmanab oem4GmMo, gb8- 
mbgnab dybogabs ws mgo8Mab sgoe@gdoaob obm- 
OM{dyEm0 BHMagQbMMo (g9bm6 00) 


Lasha Martashvili, Senior Physicist of the Department 
of International Technologies at BDO, biophysicist, 
programmer and engineer, was teacher of acoustics at 
Tbilisi State Conservatoire (Georgia) 


mail.com 


Zanna Partlas, Doctor of Musicology, Associate Pro- 
fessor of the Estonian Academy of Music and Theatre 
(Estonia) 


zhanna@ema.edu.ee 


BsGsemns bydd5dq, Igqbogmmmanab om|&mMoa, md- 
omoboab bobgmdboym = jgmbbgM3g0GmMMaab Jomay- 
mo bombamo dgbogsmama dgdmdge@gdob dodom- 
ogmgdab bymddmgobgeo (Lojomag3gcm) 


Natalia Zumbadze, Doctor of Musicology, Head of the 
Georgian Folk Music Department of Tbilisi State Con- 
servatoire (Georgia) 


nato_zumbadze@yahoo.com 


sms bmgmemgs, 690m™M36969Md(3MeEbJMd0b ~wm|- 
HOM, gnomdybagmemman, HMosea3oyea obb&My- 
dgZLGyemo Agbazab L8g300~moabGo, seomgb bobgem- 
dbagQmM wbagg{MboS Gob boemmgbgdob obbSoGwy Sob 
Lm Ama 8MmegbmMa (Myabgm0, seEamg|b Mgbd3yd- 
030) 


allasok 
09d9b asdabmbns, dgbogmmmanab em &mMa, omo- 


sb bobgmdbogm wbaggMbo®gGoab ober30Mgd4yemo 
8MMRgLMMa (LoJomag3geom) 


tamazgabisonia 


moMabs boon og39, byemmgbgdomd(3me@gbmdnb 3ob- 
MaS8o, foagmBbgo0b bobge~mmdob wemob-yeogh go- 
BLyM3ZeGmMoo0b mobsdIdMmdgemo, Maybgmabs wo 
dqMoasGoaob ymI3mbaGMMos go3domob byg3ho (4- 
bgo0) 


lhaltaeva 


mmayedams 3596/3939, 690m 369d9Md(3MeEbgmdob 
EM|8mMo, sbSMobsbob ymbbyaM30GmMoanbs wo 
gmmamaMmos@ob bgmmegbgdabs wo 3ymBaqmob obb- 
Ho®QG®ob Aybogab ab®mMaabs wes m|mMMaab y3oo- 
geomab 86mggbmmMo, dInbogomyAMa dabsombob mod- 
MmMsGMMaab bgemddmgebyemo (ba) 


kazantseva-l 


gemgbs amgsbmgohn, gobmdybogmmmanab wom &m- 


Ma, dgmamo@ab Agbagmemanab obbGoG®yGob d9- 
(3609-moboddmmdgmoa (b9™d a0) 


627 


Alla Sokolova, PhD in Ethnomusicology, specialist of 
Traditional Instrumental Music, Professor at the Insti- 
tute of Arts of Adyghean State University (Russia, Re- 
public of Adighea 


ala.net 


Tamaz Gabisonia, Doctor of Musicology, Associated 
Professor at Ilia State University (Georgia) 


ahoo.com 


Larisa Khaltaeva, Candidate in Arts History, workes 
in Ulan-Ude musical college of Tchaikovsky, member 
of Composer's Union of Russia and Buryatia (Russia) 


mail.com 


Liudmila P. Kazantseva, Doctor of Arts, Professor 
of the Department of History and Theory of Music of 
the Astrakhan Conservatory and Volgograd Institute of 
Art and Culture, the Head of the Laboratory of Musical 
Content (Russia) 


andex.ru 


Jelena Jovanovi¢é, PhD in Ethnomusicology, Research 
Associate at the Institute of Musicology in Belgrad (Ser- 
bia) 


Jelena. Jovanovic(@music.sanu.ac.rs 


amMMesbs dq~msamggoha, Ro~mmbmgoab wm smmMo, 
Lamdgamab dg3bagMgdome o3oe@gdoob gmbmamogo- 
ab obb GoGyGob qRMmmbo I39(3609M-MmosbsddMmd geo 
(b4dg00) 


Gordana Blagojevic, PhD, Senior Research Associate 
at the Institute of Ethnography of the Serbian Academy 
of Sciences and Arts (Serbia) 


gblagojevic@hotmail.com 


dons yeyq~ybodg, odomoabob bobgmdbogm wba39- 
LoGgGob ggmBgb 33gg9d0b CEmyGmMobGo, 
mdamabob gmbbgM30GmMaab GBMoseai30yjm0 dM- 
sgombdosbmdab 33mg30b bogmmodmmabm (3968Mob 
L39(300moabGo, ICTM-ob 693%0 (Lojomaggcm) 


Baia Zhuzhunadze, Doctoral student in cultural studies 
of Tbilisi State University, Specialist at the International 
Research Center for Traditional Polyphony, a member 
of ICTM (Georgia) 


zhuzhunadzebaia999@gmail.com 


628 


BommMan 3M9390d3nen, Odomoabob bobgmdboym 3m- 
bLyMZ08MMoaab EMIGMMobGo gnomdnbo3gmeammans- 
do (Logomag3gcm) 


Giorgi Kraveishvili, Doctoral student in Ethnomusicol- 
ogy at Tbilisi State Conservatoire (Georgia) 


kravigio@gmail.com 


Bobs Ayogo6od9, GommMbrgaob om A8mMo, gombem- 
Igba3gmemao, sbbsdd~m ,bomobomb" Lm~ab&o wo 
JoMavycmo bombsyMHo dgbogob LogmmsdmmMabm 389e0- 
oamao (Lodomag3gcmm) 


Nana Mzhavanadz, PhD Candidate at Ilia State Uni- 
versity. She is a soloist of the female ensemble “Sathan- 
ao“ and an international teacher of traditional Georgian 
Music (Georgia) 


kravailile@hotmail.com 


399 dabomys, mbogzob wbagqMmbo8 Gob wom&mmob- 
8 MG MoHyMobs Es Aqbogmemmansdo (o93mbos) 


kaehisaoka67 


Bagmemsb Mmagh-sMBybm, Aydomdb bo~@aboMBo- 
(30M bodMmdby] Mmogomob sbag9Mbo8)98do (33909- 
30), LEogmmdes gQammbRoyM dg36ogMQdgdb9 wo 
mobagab@agob (3060) 


Kae Hisaoka, Doctoral student in Literature and Musi- 
cology at Osaka University (Japan) 


mail.com 
Nicolas Royer-Artuso, PHD student in linguistics at 


Université Laval, Québec, Holds diplomas in music, 
cognitive sciences and linguistics (Canada) 


nicolas.royer-artuso.1@ulaval.ca 


g6m gmhim, Em|GmmMo, moebob qybogqMmboG®gGob ob- 
MOM {dye 8MMaBgbOMo (seds69a0) 


Eno Koco, PhD, Associate Professor at Leeds Univer- 
sity (Albania) 


enokocol@hotmail.com 


dss agemsdgngna, gnbmd-qbogmeman (bojJomaggem) 


Maia Gelashvili, Ethnomusicologist (Georgia) 


gelashvili_ Maiko@yahoo.com 


c30gs Msin~ybsn8q-gahnbagbg, 690mm369d9cd/3meobymoab 
CEMIGmMo, cmaGBob AgbagoemaMo sgocogdoab gnom- 
AnbLogmemanab yomgeMab aoda9 co com3g6Go (coo839) 


daiva 


Babm gaM3bs~mogs, Lobymagmm daybozob d33@9- 
30M0, Mdomobob bobgmdbogm ymbbaM30GmMmoob 
bomb yma AnbogsmyAMa dgdmJdge@gdab modmmMo- 
HMMoab moboddmMmdgma (Logomag3gcm) 


Daiva Raciunaite-Viciniene, Doctor of Arts, Associated 
Professor and Head of Ethnomusicology Department at 
Lithuanian Academy of Music (Lithuania) 


Imta.It 


Nino Pirtskhalava, researcher of sacred music, em- 
ployee of the Georgian Folk Music Laboratory of Tbilisi 
State Conservatoire (Georgia) 


mjugeli@yahoo.com 


m9d9M Abgndg, bymm3bj7d9mMd(3mMeEbgmdab wr) 8n- 
Ho, mdamabob bobgemdbagm gmbbyM3oGmMoabs wo 
aommMao dmobdobw@gmab bob. aommdab Wommgbo 
Lobbogmydmob obmyamgdyqemn 8HmaRgbmMo, 3mb- 
bgMm3z0GmMoab bomabbob yobMyo3gq9myme@ob Lodbob- 
antob qoatmbo (LoJomMag3gcm) 


Tamar Chkheidze, Dr. of Arts, Associated Professor 
of Tbilisi State Conservatoire and Giorgi Mtatsmindeli 
Higher Educational Institution of Ecclesiastical Chant. 
Head of Quality Assurance Department of the Conser- 
vatoire (Georgia) 


tchkheidze69@gmail.com 


sfam~mgb domegozaba, godsm@obSMoob bobgemdob 
sMgbab gama3byen ybo3ggMbo 8 8ob (NKUA) deybo- 
Bob 33eg30b aobymoamgdab dobsbGoxyMo dAxnbo- 
gmemmaoab obr3aMgdqema BMHMagbmMMo (bod9md65- 


ono) 


629 


Achilleas Chaldaeakes, Associate Professor of By- 
zantine Musicology at the Department of Music Studies 
of the National and Kapodistrian University of Athens 
(Greece) 


axaldaiak@music.uoa.gr 


Agarny sMbeso, Bo~mMbmgoob om|GHmMo, somBob 


nbaggMba®gGab AybogomyAma bLygmmoab dybogob 
agmmMoob sbob§968-8megbomo (sdd) 


Matthew Arndt, PhD, Assistant Professor of Mu- 
sic Theory at the University of Iowa School of Music 
(USA) 


matthew-arndt@uiowa.edu 


doenbsd gM4gs6ndq, Lo3ommmanab em ammo, Jo- 
Moayma boggmgbom aommdabs wos bombo bod- 
agmob qommpbo bobbogmgdmoab bobgemmbbmb bg- 


mddm3obgmo0 (LogomMag3gcm) 


Malkhaz Erkvanidze, Doctor of Sociology, Head of 
the chanting studio at the High School of Georgian 
Chant and Song (Georgia) 


maxokulasheli@gmail.com 


doge@s Lybasdgngn, 6907m36960M0(3MeEbgmd0b ~m- 
JQmMa, mdo~moabob bobymdbaym ygmbbyMm3o8mmMoob 
boggmgbom daybazab dadomaymgdob modmmsam- 
Moab bagemddm3ebygemo (Loqomag3gcm) 


Magda Sukhiashvili, Doctor of Arts, Head of the Sa- 
cred Music Laboratory of Tbilisi State Conservatoires 
(Georgia) 


magda.sukhiashvili@yahoo.com 


b39Gqobs L8syoha, SMo@o30ym0 Imd~egmMomo, 
J 33079Z0MO Cd 3JMSaMAN, HMoea3oyma Aybogob 
RBILGozZ0moab M8603 bodbs§3Mm bamddmgoebgemo 
(b4dg00) 


Svetlana Spaji¢, traditional singer, researcher and ped- 
agogist, the artistic director of traditional music festival 


Retnik (Serbia) 


drina@eunet.rs 


Moabs absja, jnommMasbmemman wo HMsw@oa30ye~ 
ALAEMAIZOGQ6%g JgdLMQegdgemo, yoggob ga~s- 
amoabs wos bgemmg3bgdob gMmg3byema sqba3gqMba89- 
Gob boembamo bgmmgbgdnbs wo BmmygemmmMob aob- 
ymRamy|dab sbmyamgdqemo 8Mmagbmmo (430069) 


Rayisa Gusak, Ethnoorganologist, performer at folk 
instruments, associate professor at the Department for 
Folk Arts and Folklore, Kyiv National University of 
Culture and Arts (Ukraine) 


rayisagus(@ukr.net 


agmbs Mybsdq, b7emmMgZbgd9Md(3mMeEbgmdob wom) s- 
mmo, gnbmdybogmemmao. mdamoabab gmbbyMm308m- 
Moab Joma qmo bombo Aybozgo~myHo dodmd- 
dgjegdab mosdmMsGmMaob L3g300moabGo, ymbbym- 
398MMaabs Es Imosbdab~wegmob bob. go~mmdab “ydo- 


Mmgbo bobbogmgdmoab 89emsamao (bojJomaggcom) 


Teona Rukhadze, Ethnomusicologist, Doctor of Arts, 
specialist at the Georgian Folk Music Laboratory of 
Tbilisi State Conservatoire, lecturer at Tbilisi State Con- 
servatoire and Giorgi Mtatsmindeli Higher Educational 
Institution of Ecclesiastical Chant (Georgia) 


teona.rukhadze@tsc.edu.ge 


630 


FngsGem mms L8nbs, wEossdms3M%s amoybamob mo- Riccardo La Spina, Graduated in Musicology (Univer- 
gabqgomo boggMboGyGob Iybogmemaoab aob- sité Libre de Bruxelles), becoming a visiting scholar in 
ymRam|ds, ayo doeMawgob UCCMU) ws dgJbogm Madrid, and México City (USA) 

Lomob (CENIDIM)-ob dob394em0 333e930%0 (sdd) 


liricospina@gmail.com 


memaggm agmcmobo, om] 8mmo, Lobaymagmm dnbogob Oliver Gerlach, PhD, Church music researcher (Ger- 
d33mg930M0 (a9@ds6o9) many) 


o.gerlach@gmail.com 


bybs6 (ynaegMn, eEmigmM0, gnbrmdybogmemano, Susanne Ziegler, PhD, ethnomusicologist, cooperates 
MobsddMmd~mdb dsgMmabob BmbmamMsdoM|ogobo with Berlin Phonogramm-Archiv, Ethnomusicology 
@ds 39Mm~nbob gnbmemanyMo Anbgydob gmbmdy- Department of the Ethnological Museum, National Mu- 
Logmemanab gobymanmgdsboob (a.9%do600) seums in Berlin (Germany) 


susanne.drziegler@web.de 


Lodimbaqdob mmasbodo8mMJd0 AbsMeosggMabs wo bagemdgbymdabom3ab 
doc~@cmmdob “yb~oob: 


bogoMaggmmb 8M9b0@976Hb 4-6 aamMan JoMaggmod3omb 

LojomMaggeammb 3gymBagmabo wo djamms wo330b bodobob&mmb 

MmsGgZ00b MygbLdQdmmogob boasbagd~m ws LMAmAgmy|d096 gmhb LoJoMm3gemmdo J-6 gma aoggmgb 
d063b REITUMU 

JBOmsob gyMBJOQC Qgaogomodh Gogo-2014 

gobgaab, bodgamgamb, Lbge6bgmob, 439dm Jomamab bodbomgm sedabab&Ma3agdbo wo 
dge@ob Ijbo3ad80cm08 Gb 

R3mMbeob Jomayenn g6077d5 

Lodmas@mgdMng dowybygdgemb ws Me~@am I-b 

L&yens Ims3z0emyod0g9b 

LofoMaggmmb bodo8MosmJmb Hgmg30b0sb gmob70mM 369505 

ygqmbsm dybajob 

gene gmocoomb 

oA GoMI5b 


Boabob 390md(39d™gd0 do~@mmdosb ybeooob: 
6-6 dmd LyaMgo3b (gb Momo) @s 6-6 dgmoy boomb (3060@8/0dd) JoMnggmo o3GmMygda0b obamabsymo 
HIJbLSH| dob LomoabGqmMo hobbmMmydabagob 


LNIBMBNIINL MMSIENTOGMMISN ILNMROTIMNLS Qo LINTDIEIMSNLODIBNL JOQOMdob V6RNE: 


LodNMDIBICMbL 3HI0b6NRIESL 

LodOMDIBICML JIOGIGNLY Vd dISAO)9 VOGBNb LOGNENLGMOML 
IMDS MILNSBIN Nb IMMBEIS LOIIGENIGM BMERL 
LOSMBSVMISMNS IOIEIISINL 

LOBVGMNIMIML GILIBNGNS IMOILIQIGEISSL 
NIIRL 

GDS-b 

BIN GIMNL 9Mb6 DMGOMHIOL 

LONESMMAGNF 3IS-3389MR N63lM-TIGNLNLL 
LOSMBSVMISMNSN MOVNML | OMbL 

MORNM AIGNVOLL 

JIMbBSE JDILNGOL 

BME JOMOIIL BdAVI65b 

LO&IRNS dmdGIdDVISINIEL 


THE SYMPOSIUM ORGANIZERS ARE MOST GRATEFUL TO: 


PREZIDENT OF GEORGIA 

MINISTRY OF CULTURE AND MONUMENTS PROTECTIO N OF GEORGIA 
SHOTA RUSTAVELI NATIONAL SCIENCE FOUNDATION 
GEORGIAN PUBLIC BROAD CASTER 

PATRIARCHY TELEVISION ERTSULOVNEBA 

IMEDI 

GDS 

RUSTAVI 2 

CULTURE CHANNEL ARTAREA 

INFO-TBILISI 

PUBLIC RADIO CHANNELI 

RADIO TBILISI 

JOURNAL MUSIKA 

STUDIO MRAVALJAMITERI 

GEORGIAN CHANTING FOUNDATION 


Lod8mbado foGoMes bojoMamggemmb 39 bo@g6Gob 
3-6 aamMan DoMaggmod3gomab BoGMmbsyom 


THE SYMPOSIUM WAS HELD UNDER THE PATRONAGE OF 
Mr. GIORGI MARGVELASHVILI, PRESIDENT OF GEORGIA 


Lod38mbaxdob mMasbobsGmmMydn: 


mdamabob bobgemdbagm jgmbbgM308mMoo0b 

HMs@a3ayema dhogombdosbmdab 33e@mg30b LogMomsdmMabm (39680 
JoMayooa boembyma bLod~agmab LogmmsdmMabm (39680 
bogoMaggmmb gmemzmmmab bobymdbaym (39680 


ORGANIZERS OF THE SYMPOSIUM: 


INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY OF 
TBILISI STATE CONSERVATOIRE 

THE INTERNATIONAL CENTRE OF GEORGIAN FOLK SONG 

THE FOLKLORE STATE CENTRE OF GEORGIA 


Lod8mbado hoSoeMes mdomabob Lobgmdboym 3mbbyM308mMosdo0 
THE SYMPOSIUM WAS HELD AT THE TBILISI STATE CONSERVATOIRE 


mdomaboab bobgemdbagm jgmbbyMm308mMoo0b 

HMs@a30yem0 dhogombdosbmdab 33m g30b LogmMomsdmmoabm (39680 
INTERNATIONAL RESEARCH CENTER FOR TRADITIONAL POLYPHONY OF 
TBILISI STATE CONSERVATOIRE 


0108, mdoe~obo, aMoadmgems3ab J. 8/10 
8/10, GRIBOEDOV STR., TBILISI, 0108, GEORGIA 


&gco./PHONE: (+995 32) 2998953 
Ro Jbo/FAX: (+995 32) 2987187 
gem- mb &o/E-MAIL: polyphony@conservatoire.edu.ge 


www.polyphony.ge 
www.polyphony.symposium.ge 


